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Color is King. 

(hypoallergenic & tarnish-resistant, too!) 
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Take advantage of nano-ceramic e-coating for your 
designs with the wide range of mixable, customizable, 
ready-to-use Kliar colors! 

• Brilliant color — without sacrificing the look, feel 
or sound of the underlying metal in your jewelry. 

• Hypoallergenic — no worries about skin sensitivity. 

• Tarnish-resistant — pieces stay beautiful without 
constant polishing. 


Download your FREE introduction to e-coating article today at: http://tinyrio.com/e-coating. 
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Jumbo 


Large and Jumbo Sizes 

are Perfect for: 

• Creating clasps 

• Shaping earrings 

• Forming rings 

• Making fibula pins 

• Fashioning cones and 
end caps 

• Designing wire links 
and chains 

• Making jump rings— 
smalt to jumbo 


Learn jewelry making from 
the best at UJubbersU.com 
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to thick-gauge silver. 

by Wendy Thurlow 

intermediate 

32 Give Keum boo More Depth 
without More Gold 

How do you give applied gold a more substantial look 
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Discover what happens when two makers join forces 
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by Annie Pennington 
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Learn two ways to transform a 
standard C-clamp into a flex-shaft hanger. 

m See the types of torch flames and 
when to use each one. 


See 'Tricks against Nicks" to learn how 
to protect your wire from tool marks. 




hW Your rolling mill needs regular 
maintenance — here's how to keep 
it in peak condition. 

Learn the ins and outs of working 
with pickle. 

hW See how to fuse fine-silver sheet. 
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Textured Copper 
Roll-top Earrings 



A bit of forging and 
handmade ear wires 
turn a simple sawing 
exercise into a snazzy 
pair of earrings. 
by Reidin Dintzner 
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■ FROM THE EDITOR hazel wheaton 



People have been 
creating jewelry 
since people first 
knew they were 
people. That’s not 
going to change. 


A very fond farewell 


W hen I arrived at Art Jewelry 10 years ago, one of my first tasks was to write the editor's letter. 
It seemed natural, as the new Editor coming to an established magazine, that I tackle the 
topic of change. Change can be exciting, I said — as artists who explore and push boundar- 
ies, Art Jewelry readers know this better than most. But change is also scary, and change often means 
casualties, and the temptation to curl up and stay where it's warm and comfortable and life is not 
uncertain can be ... well, all too tempting. 


Now we're facing another change: This will be the last issue of Art Jewelry. This letter now allows me 
to express my thanks to all those who have supported us over the years. All the editors and artists 
who have worked to create a magazine that has never failed to make me proud. All the contributors 
who have so generously shared their expertise. All the advertisers who have supported us. And 
especially all the readers who have followed us, who have sent in photos of their work, who have 
praised us when we got it right, and not minced words if we got it wrong. 


The community of jewelry makers is facing lots of changes, and will face more changes in the years 
to come — in the materials we use, in the way we learn, in the ways we communicate. But for all 
the changes we face, remember this: People have been creating jewelry since people first knew 
they were people. That's not going to change. To those who participate in a craft that has endured 
for millennia, I have every confidence you'll rise to the challenge of change — even though some of 
the changes might be scary. 
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Tools & Findings You Will Love 





Workbenches 

013,001 


Foredom Flex Shaft Kits 
1 34,204 


Fretz Tool Kits 

112.608 


Pepe Disc Cutter 

Durston Rolling Miil s 

Torches & Soldering Kits 

Knew Concepts Sowing Toots 

125,140 

128.109X 


A, Saw Frame 149.673 




B, Bench Pin 149.667 




C. Bench Gamp 149.666 




Finding! 


save 5% 


A 


Right Now 

Use Online Coupon Code 

CRAZY 



Expires 7/31 / 16 



Shop Online & Save 
800.772.3456 

510 . 832.0355 

OttoFrei.com 

OttoFrei 

OuilJlf Jewelry Tunis & Findings Since 1U30 



JEWELRY 
INSTRUCTORS 


Spend your summer in Maine 
teaching jewelry at our outstanding 
girl’s residential camp. 

Silversmith 

Copper Enamel 

Other art positions also available 

Mid-June to Mid-August. 
Good Salary 
Travel Allowance 
Room and Board 

Enjoy our website! 
Apply on-line! 

www.tripplakecamp.com 

1 - 800 - 997-4347 


4-in-1 

Bead Crimping 
Plier 



Crimping just got easier... 


U ; S r A 


EjgijE 


www.xuron 


,me/forjewelers If 



KorTools © 

Tucson Bead Show • Booth C218 • February 1-6 




KRm-09 

Ulmm 




KR$-1Q 

Smm 



www. kortools. com 


(920) 205-2701 




Craft@ptics 

^ X Telescopes 


Magnify 

your 

talents* 


I can see 
clearly now, 
the strain 
is gone 




Patented optics 
customized with your Rx 


Jewelry Arts 
Beadwork 
Quilting 
Needlepoint 
Cross-Stitching 
Sewing 


RISK FREE 
GUARANTEE 


Visit www.craftoptics.com or 

call 888.444.7728 to (earn more! 
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CONFERENCE 


Zoom Milwaukee 



What: Join approximately 300 makers at UW- 
Milwaukee's Kenilworth building, a six-story facility 
of studio, exhibition, and instructional spaces, for a 
variety of lectures, exhibitions, museum tours, and 
think-tank sessions. Explore new crafts or fine-tune 
your current skill set with workshops focusing on 
blacksmithing, 3D printing and design, enamel, resin 
work, laser cutting and etching, video artist-statement 
creation, and more. Affordable accommodations are 
available through University Housing. 

When: May 25-29,2016 

Where: University of Wisconsin-Milwaukee, 

Milwaukee, Wis. 

For more information: www.zoommilwaukee.com 


▼ Enable Hand by Frankie Flood. Rhino designed, 
printed on a Makerbot. 3D-printed ABS, Velcro, cables. 
Approximately 11 x 4 x 4 in. (27.9 x 10.2 x 10.2 cm). 


Photo by Frankie Flood. 


O— 

ring. Powder-coated copper, 
silver, simulated amethyst. 
Approximately 4 x 4 x 5 in. 
(10.2x10.2x12.7 cm). 

Photo by Michael Dale Bernard. 


'V Gothic Goggles by Sarah Shuler. Machined, 
etched, fabricated. Anodized aluminum, 
acrylic, brass, leather. Approximately 8 x 2 x 
3 in. (20.3 x 5.1 x 7.6 cm). 


IN THIS SECTION 
CONFERENCE 
READER CORNER 
WORKSHOP 
PRODUCT REVIEWS 
READER TIP 
READER FEEDBACK 
BOOK REVIEW 



Q 

While you are at Zoom 
Milwaukee, be sure to 
check out the ArtCyde! 
Learn more in "When 
Craft and Bikes 
Collide," page 60. 


UP FRONT 



UP FRONT 



READER 


WINNER 


CORNER 


Monthly Design Challenges 

September 2015: Spirit of the Earth 
Artist: Kelly Morgen 
Gaia, Earth Mother necklace 
Inspiration: "The great Mother Earth, 
Gaia, is the nurturing life force that 
exists throughout the world. A god- 
dess of abundance, creativity, and 
fulfillment, she is shown here adorn- 
ed with golden flowers. Gaia helps 
connect us with the energy of the 
world and reminds us we all have a 
sacred place in the universe." 
Materials used: Sterling silver, hand- 
carved and scrimshawed recycled 
piano key, crazy lace agate, 18k gold, 
Australian opal, pearl. 

Dimensions: Approximately 1 3 A x 
1 3 /8 in. (44 x 35 mm) 

For more information: 
www.kellymorgen.com 



October 2015: Skeletal 
Artist: Rodica Frunze 
Field of the Soul pendant 
Inspiration: "This piece symbolizes 
the 'death' of our constructed beliefs, 
which allows the purity of the soul to 
shine. It was built around a labradorite 
('stone of the spirits') with flashes that 


continued on page 12 
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WORKSHOP 


Making a Spiculum 

What: Start with a flat sheet of metal then raise it into a tapered hollow form and you 
have a spiculum. Spiculums, commonly seen as teapot spouts, can also be incorpo- 
rated into sculptural or jewelry pieces. Join instructor Steve Shelby for this three-day 
workshop to learn his simplified method of making a spiculum. Students will start 
with practice drills and move on to more creative work. Depending on the pace of 
the students, there may be an opportunity to complete a finished piece, a standalone 
sculpture, a piece of jewelry, or a component to incorporate into a larger work. 

When: March 16-18, 2016 

Where: Genevieve Flynn Studio, Kansas City, Mo. 

For more information: www.genevieveflynn.com 



Calla by Steve Shelby. 
Brass and copper. 7 in. 
(17.8 cm). 

Frog Bowl by Steve 
Shelby. Sterling silver 
and brass. 7x7 in. 
(17.8x17.8 cm). 







PRODUCT REVIEW 


FIMO True Colours 
Polymer Clay 


One of my favorite classes in art school was color theory. We 
learned how to use only one warm and one cool shade each 
of red, yellow, and blue gouache (plus white and black) to 
study color. When I first tried Staedtler's new FIMO Professional 
True Colours system, I immediately equated it with those color- 
theory exercises and mixing colors of paint on a palette. One 
thing that can mess up what you think will be a good mixture 
of clay is not knowing what combination of colors (and their 
temperature, opacity, etc.) were used to make a particular color 
of prepackaged clay. Well, FIMO takes the guesswork out of 
mixing by using only one pigment per color. Yellow, red, ma- 
genta, blue, and green (plus white and black) — what you see 
is what you get! 

If you're one of those people who love recipes for mixing 
specific colors of clay, Staedtler has you covered. They have 
done the heavy lifting, and put together a stunning chart of 
175 colors (below) — and include mixing instructions for each 
color. I'm more of an "eyeball-it" kind of person when it comes 
to color, but I also love categorizing and making samples, so I 
wanted to give the color-mixing chart a try. I dived right in and 
started mixing up a range of colors. 

If you can open it without tearing it (I was a little too excited 
and ripped mine), the thicker plastic packaging is resealable, mak- 
ing it easy to store unused clay. As with the other colors in the 
FIMO Professional line (formerly FIMO classic), the True Colours 
were a little crumbly at first, but quickly became easy to work with 
when conditioned. Make sure you condition the clay thoroughly, 
however: chunks of clay stuck to my roller and work surface if it 
wasn't completely conditioned when I tried to roll it out. This clay 
is soft, but not too soft, holds detail well, and is just an all-around 
joy to work with. The pigment does tend to stick to your hands 
a bit, so wash your hands between colors. 

I decided to mix up a few colors of the main color wheel/ 
row following the chart instructions. This row contains a range 
of colors (24 including the packaged clay) created by mixing 
colors straight from the package in various ratios, and is the 


base for all additional tints and shades. To make the main color 
wheel, condition each color of clay, roll them all out to the same 
thickness, and use a shape cutter to cut the correct number of 
shapes for the color you're trying to achieve (for Mill, that's three 
magenta and two blue). Mix the clay until it's evenly blended. 
Then, if you want it lighter or darker, add white or black, again 
following the chart. 

What's great is that this mixing system works for whatever 
quantity of a color you need. Only need a bit? Use small shape 
cutters and roll the clay thin. Need a color in bulk? Roll the clay 
thick and use a cookie cutter! It's an adaptable — and most 
importantly, repeatable — color-mixing system I'm excited 
to add to my stash. — Annie Pennington 


FIMO Professional Oven-bake Clay 
True Yellow, True Red, True Magenta, True Green, 
and True Blue, 57 g (2 oz.) blocks: $3.75 
FIMO professional True Colours Blending Kit: $22.50 
Staedtler, www.staedtler.com; Local or online polymer- 
clay suppliers 


lYJiHiUMai 
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continued from page 10 

incorporate the green of the field 
along with the blue and yellow sunny 
skies. I wanted to portray the taboo 
of death in a way that would remove 
the fear that usually accompanies the 
idea. Depicting the skull as a source 
for the living, adorning her with easily 
recognizable feminine characteristics 
and a little touch of whimsy, removes 
the darkness of the subject." 
Materials used: Goldie Bronze metal 
clay and labradorite 
Dimensions: Approximately 2 15 /i6 x 
1% in. (75 x 44 mm) 

For more information: 
www.sky-and-beyond.com 



Permanent Ruler 



"I used a fine-tip permanent marker 
to draw an accurate ruler directly 
onto my work surface. I can now 
quickly measure wire or chain 
without having to search all over 
for a ruler." 

— Dawn Lawrence Floen, 
Alberta , Canada 

Dawn received a $100 gift certificate 
courtesy of our Tip sponsor, Contend 
( www. con ten ti. com ) 



PRODUCT REVIEW 


Gold Test Solution Kit, 
Testing Stone, Testing 
Needles 


WHERE TO BUY 


The purity of gold is based on a 24- 
point scale, more commonly known as 
karats. A piece of 10k gold is only 10 out 
of 24 parts gold, or 41 .67% gold. Knowing 
the purity of your gold is important for 
repair work, reclaiming scrap, or estab- 
lishing the value of a piece. There are 
electronic gold testers, and high-tech X-ray 
fluorescence spectrometers available, but 
they can be pricey. If you're looking for 
an easy and inexpensive way to check the 
purity of gold, an acid test is your solution. 

I dug up four pieces of gold to test: 
three rings and a gnarly old gold tooth 
(honestly, you never know what you'll find 
in my attic). Only two of these pieces were 
stamped (guess which ones!). 

Each of the testing needles is tipped 
and stamped with a different karat of gold. 

I drew wide parallel lines with each of the 
needles across the smooth surface of the 
testing stone, and labeled each line with 
their corresponding 10-, 14-, 18-, and 22k. 
After designating each test line A-D, I used 
my mystery items to draw four more wide 
parallel lines across the stone. 

Working under the studio vent and 
garbed in an apron, gloves, and safety 
glasses, it was time to apply the acid. 


Test Solution Kit: $19.95 
Testing Needles, Set of Five: $46.95 
Testing Stone: $20.50 
Rio Grande, www.riogrande.com 

Starting with the weakest acid, 10k, I drew 
a steady line of acid across the eight par- 
allel lines and waited. The 10k acid will 
dissolve or discolor anything under 10k. 
After a short time, I dipped the stone in 
a neutralizing solution, rinsed it in water, 
and dried it with a soft cloth. Reviewing 
the lines, I saw that there was a slight 
change in one of my mystery test ring 
lines, but the 10k control line remained. 

It was a snap to run through the rest 
of the acids and determine the results, 
although sometimes the results were 
easier to read when the stones were still 
wet from the rinse water. According to 
the acid test, the two stamped rings 
were correctly marked, and that filthy 
gold tooth had the highest purity of gold 
of the test pieces. 

It's also important to keep in mind that 
gold solder could be a different purity than 
the rest of the piece, which would yield 
mixed results. So avoid testing soldered 
areas if possible. — Theresa D. Abelew 







Samples made by Meisha Barbee, 
Cynthia Tinapple, Dayle Doroshaw, 
and Julie Eakes. 


o 


READER FEEDBACK 

Polymer Retrea 

"For the past 10 (or so) years, a group of artists rent out a house and 
work (or not) in our makeshift studio together. This time, our retreat 
coincided with the November 2015 issue of Art Jewelry (it's a particu- 
larly good issue for polymer folks). 

"Our little group couldn't quite believe Claire Wallis' tutorial 'Basic 
Polymer Caning — with a Twist!' Really? Simply offsetting a Skinner 
blend could result in this? We had to try it! One person read the in- 
structions while the rest of us followed along with clay. And yes, we 
all sort of screwed up the first time, but that didn't stop us. Once 
we got it, we could not leave the concept alone." 

— Cynthia Tinapple, via email 


\ 



Ruby & Sapphire: A Collector’s Guide 
by Richard W. Hughes 


ISBN: 978-616-91450-3-5 

Gem and Jewelry Institute of Thailand, 2014 

384 pages 

$149.00 (To purchase: www.git.or.th) 


Let's deal with the obvious: this is not 
a cheap book. Its price means that 
anyone considering buying it will be 
thinking about it as an investment, 
not as a spur-of-the-moment purchase. 
So the question is: Is the investment 
worth it? 

I firmly believe that an expert's opin- 
ion is worth paying for. And in the field 
of gemology, Richard Hughes' standing 
and reputation is stellar. Hughes worked 
with gifted photographers Wimon Man- 
orotkul and E. Billie Hughes to create 
the finished volume. 


As I read through the book, I found 
I was struggling to classify it. Scientific 
information about sapphires and rub- 
ies and sphires was interspersed with 
excerpts from historical records; insight 
on how to interpret lab reports shared 
space with a rundown of gem sources, 
country by country. And throughout 
were photographs — glorious, intri- 
guing, sometimes surprising (lemur!), 
often challenging photographs that 
contrasted the beauty of the stones 
with the realities of the locations 
where they're mined. 


Part scientific tome, part his- 
torical document, part travelogue, 
this book defies description. I can say 
that it's endlessly fascinating, either as 
a sustained read or in bits and pieces. 
This book belongs as much on your 
coffee table as in your studio library. 
And yes, if you're a gem lover, it's worth 
the money. — Hazel Wheaton 31 
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Jewelry Making Classes & Workshops 


a nifW technique * Saen a degree * Kefme youi* skills * £*iet*c}ize yowp creed ivi+y * G,et inspired * 


Our Classes & 
Workshop Section 

IS PROUDLY 
SPONSORED BY: 


ol OttoFrei 

Quality Jewelry Tools & Findings Since 1930 

See our Coupon Code on Page 7 


Students: Get the best deals on 
Jewelry Tool Kits. Visit OttoFrei.com 


Instructors: We will make custom kits 
just for you! Write us at OttoFrei.com 




Ezlentart Handverk 

www.elentari-handverk.com 

Introductory to advanced jewelry instruction 

Fabrication 
Soldering 
Chainmaking 
Metal Clay and 
Certification courses 
Enameling 
Stone Setting 

Specializing in small classes 
and individual lessons 

Debra Cams | Portland, Oregon | (971)221-8151 




Intensive small beginning through 
advanced year round jewelry workshops 


TAOS SCHOOL OF 
METALSMITHING& 
LAPIDARY DESIGN 

Concentrating on: 

Soldering, Stone Setting, 
Texturing, Polishing, Form- 
ing and Lapidary. Specialty 
classes in Ring, Earring, 
Necklace, Mechanisms and 
Bracelet Design. 

Contact Marilynn Nicholson 
PO Box 3005 Taos, New Mexico 87571 • 575-758-0207 
e-mail: taosjewelryschool@msn.com 
Web: taosjewelryschool.com 




creative I r wn^Y 

side | AC 


Ol MIST IN 

Classes for all levels 


www*creativeside*org ■ SI 2 . 799 , 073 1 


oMak&uy 

workshops and handcrafted goods 


21)15 Guest Instructors! 

Jim Dunakin * Richard Salley * Ken Bova 
Andrea Kenningion * Lisa Barth 
Melissa Muir * Deryn Mentock 



metals mixed media textiles 


www. makeryarts . com 
Bulverde Texas * 830.980.9089 



Center for tire Arts 

^ Mineral Point, Wisconsin 


608-987-3292 


Jewelry Workshops 


Workshopsforall levels in many 
techniques. Come and enjoy small class 
sizes in our well equipped studio. 


Register early to save 10% 
Use code AJ10 during checkout 
Expires April 30, 2016 


2016 Instructors Include: 


Richard Salley Leslie Perrino 

Eva Sherman Julie Lukosaitis 

Sarah Thompson Sherry Viktora 

Jill Erickson Carol Simmons 

Kay Rashka Maureen Carlson 


www.ShakeRagAlley.com 


Craft Guild 

of Dallas 

Metals Master Invitational 
2016 Series 


Mary Lee Hu 

FDHrf Ifrhdqfn ib MtibJ 

January 15-11 

Tim Lazure 
“Mart ittr 
Febririn 19-21 

Katie Baum 

Mela! Clay Math tap' 
February 2 6- IS 

Valentin Volkov 

Chailot 4 Kt p«uife 
March 26-30 

Charon Kransen 

IU-Wf liii| %'4ir ()** Strlpi 
April 2-3 

Marlene Richey 

rrantkai by Pttiga 
April Jti-Majr 1 



trAs Hr apt jJJ 


pr JPI4IC 


a; 


5100 Halt Mac Rd 4 Salle 400 
Dallas, Ten i 75254 
972-*90-flJ0J fax: 972-490-0304 
info •*. c r i It gni Idoldill ■■ . urg 
,t Jr aOioilfa Ida lln.s r g 
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Your most important tools 
aren’t in a box. 


Between a jewelry designer's imagination and 
the final piece of work lies an entire production 
process filled with creativity, technique and skill. 


r 


Jewelry manufacturing arts 

PROGRAMS AND COURSES INCLUDE: 


Let GIA’s Jewelry Manufacturing Arts curriculum take 
you from idea to reality, as you learn under the watchful 
eyes of highly skilled craftsmen who share their passion 
and expertise. Working in state-of-the-art classrooms at 
your own fully equipped workbench, you’ll learn time- 
tested techniques and the newest technology - and earn 
a professional credential that’s recognized worldwide. 

Enroll in a program or just a single class to meet your 
specific needs and interests. 


GRADUATE JEWELER 
JEWELRY DESIGN 
COMPREHENSIVE CAD/CAM 
BASIC REPAIR AND SETTING 


INTERMEDIATE REPAIR 
AND SETTING 

ADVANCED STONE SETTING 



Get started today, or learn more 
by visiting www.gia.edu, or call 
us at 800 421 7250, ext 4001. 

Learn from the World’s Foremost 
Authority in Gemology™ 



Bangle, Courtesy ofBELLARI, Earrings Courtesy YVEL 


Jewelry Making Classes & Workshops 





3 DAY 

WEEKEND 

COURSES 

1. REPAIR 


2. SETTING 


3-CASTING 


mEI 888-663-9335 

ftftijjl MANSFIELD, OH 

OH rep. #%-Q4-l443T 

PROUHARD|EWELERSCHOOL.COM 


> HARNESS YOUR 
CREATIVITY 


GeorgianCollege.ca/jewellery 


a technique * a. de 0 J*££ * yarn* skills * youi* creativity * Get mspired 


The Art of, Chasing & Repousse' 
taught by Italian master Davide Btgazzi 

Small and Intensive Workshops 

Learn how to create jewelry and metal art 
rich in texture and sculptural form 

Davids flioazzi Studio 75 Ardor Rd Suite K 
Menlo P&riCA. 94025 : tel 650.323,1921 
Just South of San Francisco! 


WWW. UB^ 


Textures of Tuscany Workshop 
Summer 2016 - Italy 


Studio JSD 

Metalsmithing Glasses 
Jewelry Gallery 
Visiting Artist 
Worlcsh ops 

Students at Studio JSD are encouraged to develop their 
unique style as they learn fundamentals in jewelry 
fabrication. Schedules include multi-week class sessions, 
studio intensives and technical workshops. 


Grand Haven, Michigan www.5tudiojsd.com 
dld-d 07 - 2 H -70 


REVERE ACADEMY 
of JEWELRY ARTS 

San Francisco, California 


WEEKEND CLASSES • FLEXIBLE SCHEDULE 
BEGINNERS WELCOME • 3-DAY CLASSES 
2-6 MONTH DIPLOMA PROGRAMS 


JEWELRY MAKING 
STONE SETTING 
WAX CARVING 
METALSMITHING 
RENDERING 


GEMOLOGY 

DESIGN 

CASTING 

POLISHING 

REPAIR 


PROFESSIONAL TRAINING FOR EVERYONE 
www.fevereacademy.com 



GET BETTER WITH THE BEST 

Explore Peters Valley School of Craft in 201 6 


Blacksmithing 

Ceramics 


Fine Metals 


THE FOLK SCHOOL 

CHANGES YOU. 


Photography 
Special Topics 
Woodworking 


We provide an inspiring natural setting, intensive 
instruction and the right tools in a supportive environment 
to immerse oneself in making things by hand. 


Engaging hands and hearts since 1925, 
Come enjoy making crafts and good 
friends on 300 natural, scenic acres 
in western North Carolina. 


PETERS VALLEY SCHOOL OF CRAFT 

www.petersvalley.org 


JOHN C. CAMPBELL FOLK SCHOOL 

folkschool.org 1-800-F0LK-SCH 

BRASSTOWN NORTH CAROLINA 
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Learn a new technique » a degree • Refine your* skills * ^nei*gise yat*r creativity * £\e\ inspired 

k 


Mendocino Art Center 

Retreat... Create... Rejuvenate 
on the Northern California Coast 

UPCOMING CLASSES 

SUELLEN FOWLER 
Flamework Glass: 

An Intimate Art 

JUDY STONE 
Adapting Enamel 
Layering to 3-D Forms 

ERIC BURRIS 
Small Scale 
Suellen Fowler Mokume-Gane 


2016 SCHEDULE 
TO DATE: 

March 16-1 8, 2016 

Steve Shelby 
Making a spiculum 

April 13-1 6, 2016 

Jill Hurant 
Granulation with 
Fine Silver 

June 15-1 8, 2016 

Anne Havel 
Torch fired enamels: 
Enamels and setting 
as equal partners 




V 


MARNE RYAN 
Wearable Reliquaries 

BETTY HELEN LONGHI 
Creative Metal Forming 

DEBORAH LOZIER 
Enamel as Material 


Betty Helen Longhi 


More than 30 creative classes annually! 

pNfr' 707.937.5818 •800.653.3328 
c ^ A MendocinoArtCenter.org/jewelry 


ZLgenevieve 

q - Flynn 

5918 Grand Ave 
K C, MO 64113 
(816} 333-6719 


www.genevieveflynn.cpm 


.com 


10Q S 

FREE 

CLASSES 

Learn the 
basics & master 
advanced 
techniques! 


William Holland 

School of Lapidary Arts 


2016 Schedule 


April - November 



Classes available in: 

• Silver • Wirecraft • Scrimshaw 

• Gold • Beading • Glass Fusing 

• Casting • Cabochons . Gem and 

• Faceting -Opals Mineral ID 

• Lampworking • Chain Making 

website: www.lapidaryschool.org ^ 

Phone: (706)379-2126 • E-mail: office@williamhollandschool.com 
P.0. Box 980 • Young Harris, GA 30582 





Jewelry School 

I Closes in 

Fnbtkotion 

W Casting 

Cameling 
Stone Setting 

All Tool* and 

J^Br mot&riah included 


Berkeley CA ;; SilverdewelrySchool.com 


<X\\ I f , 


Thank you readers 




supporting these fine businesses! 


www ♦ 6eadxfferent . com 

Wire master Lisa Van Herik 

presents 



mK/efi'- 1*:-* 


METALS 

WORKSHOP 

Summer 201 6 Metals Week Faculty 

Sarah Doremus • Joanna Gollberg 
Victoria Lansford • Tom McCarthy 
Elise Preiss • Rachel Shimpock 
Deborah Jemmott 

Registration begins February, 2016 

summer@idyllwildarts.org 

951.468.7265 


Use the code AJ16 by March 15, 
2016 to take advantage of the 
10% pay in full discount 


The most amazing 
wire jewelry tutorials 
on the planet 


www.BeacCiff event, com 



www.ArtJewelryMag.com 
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Jewelry Making Classes & Workshops 


a new fecdmique * &am a decj^e^ * Kefme yarn* skills * yowi* c^eafivi+y + G,ei inspired 


PEN LAND CRAFTS 



>4rroi/i//i/iont 

school of arts and crafts 



WEEKEND. ONE-WEEK & 
TWO-WEEk WORKSHOPS 
METALS, ENAMELS & JEWELRY 


66«*0 


REGISTER ONLINE OR CALL 865 436-5860 
WWW ARROWMONT ORG 


. V 



TEXAS INSTITUTE 


Certificates & Degrees 

Gemology ■ Horology • CAD/CAM 
Fabrication • Jewelry Technology 

Since 1942 

903-782-0380 | www.parisjc.edu | tijt@parisjc.edu 




Touchstone 


CENTER FOR CRAFTS 


Alchemist Picnic 

A Mid-Atlantic Metala Retreat 
Hosted by Wayne Werner 
May 6-8 


The Benchmark 


for Custom Glass 


Winnie Chai 

The Art of Talisman sc Jewelry Making 
June 6-10 


Joshua Kosker 

Found, Framed 4 Fastened The Brooch 
June 13-17 


Casey Sheppard 

Pipe Dream Workshop vW Exploration in Cold Connections 


Juno 20-24 


Jim Bove 

Introduction to Jewelry and Me tal smithing 
June 27-July 1 


Rob Rrffe 

Metal smithing Basics and Beyond 
July 11-15 


Wendy Thurlow 

Tile-Texturing Metal 
July 18-22 


ucr 
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G-S SUPPLIES, INC. 


1150 University Avenue, Suite 5 
Rochester, NY 14607 USA 
800.295.3050 

info@gssupplies.com www.gssupplies.com 


Wfpijiw 1 

IW.PA1&437 . 

724 320 1370 | 
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i^Ghina Beads, Findings A Gems. 
Online Marke.t 


SHOP 


OVER 600,000 

3 EADS & FINDINGS 


The 

Largest 

Beads Findings 
Kingdom 

In the World 




► ♦ 
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We are looking for professional 
jewelry designers to write quality 
guest blogs for us. 
Please contact us at 


blog@pandahall.com. 






■ BUSINESS SAVVY 


Spotlight 

Education 


Take Advantage of 

ver Your Mistakes 



by Marlene Richey 

W e all make mistakes. I've never actually met anyone who 
has (seriously) claimed they've never made a mistake. But, 
simply accepting that mistakes are inevitable isn't enough 
to get you to a healthy place regarding making them. Mis- 
takes are valuable teaching tools, but only if you make the effort to learn 
from them. Too many people shy away from their past errors and do their 
best not to even think about them. That's a sure prescription for making the 
same mistake again in the future. But admitting your mistakes, examining 
them in all their (sometimes excruciatingly) embarrassing detail, and learning 
from them — that makes the difference in business and life. 


Coming clean 

I'll start by telling you one of my huge, 
disaster mistakes. My former partner, Bill 
Richey, and I had always been juried into 
the Baltimore American Craft Council (ACC) 
show — indeed, we wrote most of our 
spring business there. One year, I applied 
to both the ACC show and the Alternative 
Show, which was held at the same time. 

I decided to save some money, and took 
the application pictures myself. 

Now, here was my thinking. I had stud- 
ied photography in college and considered 
myself to be quite a good photographer. 

I had upped the number of applications, 
which meant upping the number of app- 
lication fees — surely it was in my best 
interest to save some money. And after 
all, the show was familiar with our work; 
we were a known quantity, and at this 
point, after so many years, wasn't the 
entry almost a formality? 

No prizes for guessing what happened. 
We didn't get into either the ACC Show or 
the Alternative Show. We might never have 
known why, except the manager of the 
Alternative Show was kind enough to call 
me; she said that of course the jury was 
familiar with Bill's work, but just who had 


taken those pictures? I was devastated. 

We lost a huge amount in sales that 
season, and it was all due to my decision 
to save money, and my assumption that 
my college-aged dabbling with photogra- 
phy was a substitute for a pro who knew 
what he was doing. 

The trick to capital- 
izing on your mistakes 
is to make sure you 
never make the same 
mistake twice. Since 
that experience, I have 
always used a profes- 
sional photographer. 

Yes, I have made 
numerous mistakes 
in business. But I am in 
heady company with the people who 
invented Viagra, microwave ovens, Silly 
Putty, chocolate-chip cookies, penicillin, 
Wheaties, Post-It Notes, the color mauve, 
saccharine, the pacemaker, Play-Doh, tea 
bags, plastic, and the Slinky, just to name 
a few. All these luminaries had stumbles 
on their path to immortality. So, I asked 
around, and got some good stories from 
people in the jewelry world about what 
they have learned from their past missteps. 


Case studies 

Chris Nelson, jewelry designer 

"In my first five years of making jewelry, 

I showed my work to galleries hoping to 
consign it. As I had studied with several 
professional makers/instructors, my work 
contained many different techniques/ 
processes I had learned. Galleries would 
not touch my work, as they said the pieces 
were not a cohesive body of work. I would 
walk away with my feelings and artist's 
pride hurt. 

"After taking six months off in 2008, 
and working in clay and printmaking, I 
came back with a different vision. I began 
to create work with a common element or 
elements. I wouldn't build a new piece that 
was different from the style I was working 
in, unless I created a small body of work 
that bridged from one piece to the next. 
The changes were sometimes subtle, and 
sometimes drastic, 
but there were 
always transition 
pieces to create a 
flow so my work 
was recognizable. 
This led to my 
branding my steel/ 
fused-gold work 
as Urban-Armour 
in 2010. Even today, 

I won't make something too distant from 
previous pieces without creating transi- 
tional pieces that will keep the onward, 
recognizable flow going." 

Jane Bohan, jewelry designer 

"We had a very popular necklace which 
we decided to make the centerpiece of 
a national co-op advertising campaign. 

The chain used in the necklace had been 
purchased from a German manufacturer, 


“Good judgment 
comes from experi- 
ence, and experience 
comes from bad 
judgment.” 

— Rita Mae Brown 
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A one-of-a-kind 18k green gold, fresh- 
water baroque pearl, green tourmaline, 
and diamond pendant from Jane Bohan. 

but we ran low and didn't have enough in 
stock to fill our fall orders. Unfortunately, 
we hadn't thought to check in advance 
with the factory regarding their produc- 
tion capabilities or schedule, and their 
three-week holiday in August caught us 
completely off guard. 

"The last thing we wanted was to ship 
orders without the centerpiece of the 
co-op ad! We contacted every designer 
we knew stateside who used the chain 


A gold and diamond enhancer on a double 
strand of pearls shows Paul Robilotti's Roman 
and Greek influences. 

The Quadrum Gallery, in Boston, Mass. 
Manager Sia Maravalias abides by "The Law 
of the Garbage Truck." 

and bought it from them. We found 
enough to tide us over until the German 
production became available again. This 
experience taught us to be very clear 
about sourcing timelines that would 
impact our in-house production, and to 
maintain good relationships with other 
designers/manufacturers." 

Paul Robilotti, jewelry designer 

Paul told me the story of his first show — 
it was a national jewelry trade show, and 
he wanted to conquer the world. (Perhaps 
that was fitting, since his jewelry is based 
on Roman and Greek design!) So, for his 
display, he carried in two eight-foot plaster 
columns along with a marble fountain 
suitable for the Roman Colosseum! While 
standing there admiring his colossal eff- 
orts, he says, "I realized that we then had 
to fill [the fountain] with water." 

So, off he went with only a flower vase 
to fetch water again and again and again. 


Sia Maravelias, manager (Quadrum Gallery, Boston, Mass.) 

"I was given The Law of the Garbage Truck' years ago and have it printed above 
my desk as a constant reminder to 'Let no one steal your peace.' The story goes: 
"Many people are like garbage trucks. They run around full of garbage, full of 
frustration, full of anger, and full of disappointment ... As their garbage piles up, 
they need a place to dump it, and sometimes they'll dump it on you. Don't take 
it personally. Just smile, wave, wish them well, and move on. Don't take their 
garbage and spread it to other people at work, at home, or on the streets. The 
bottom line is that successful people do not let garbage trucks take over their 
day. Life is 10 percent what you make it and 90 percent how you take it!" 



The icing on the cake? After an exhausting 
trade show came the sick realization that 
he now had to dismantle and remove his 
wannabe Trevi Fountain in reverse order, 
starting with the water . . . one vase-full at 
a time. Suffice to say, the Robilotti display 
at the next show was significantly toned 
down. The fountain and columns are truly 
the stuff of show legend, however! 

Perhaps that is the key takeaway — 
if mistakes make great stories, then epic 
mistakes make epic stories. If you look 
back on a mistake as a story, divorced 
from your ego, you can see that it has 
a beginning, a middle, an end ... and a 
moral. Learn from your mistakes, prosper 
from them, and maybe even get rich off of 
them. Now, go out there and make some 
wonderfully inspiring mistakes! 



In her more than 30 
years in the jewelry bus- 
iness, Marlene Richey 
has run a wholesale 
business and a retail 
gallery. She can be 
reached by email 
at marlenerichey@ 
gmail.com. 


www.ArtJewelryMag.com 
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STUDIO SAVVY 


Hang On 

by Christopher C. Darway 


S tudies have shown that the human thumb and index finger can 
exert 15-19 lbs. of pressure. Those researchers were never in my 
homeroom to experience a pinch by that miscreant Ricky Folger 
(who I swear generated 1,900 lbs.). Nor did they have Aunt Ethel, 
who unleashed her death grip on my cheek at family gatherings and left a 
welt. Our hands, with those wonderfully opposable thumbs, enable us to 
make things. We use these digits as tweezers, grippers, and clamps. But, 
like all mortals, we can use help. Enter the clamp. 


Clamps can be grouped into four general 
types based on their classification of work- 
ing: wedge, screw, spring, and toggle. 

Wedge clamp 

This mechanism probably predates the 
other types of clamp, and is based on two 
simple machines: the wedge and the lever/ 
fulcrum. A ring clamp is the most com- 
mon example used by jewelers. They are 
made from wood, plastic, or metal. They 
usually have one rounded end and one 
straight, with leather inserts so as not to 
mar the metal being held and to provide 
a secure grip. Use them to hold rings, wire, 
and small pieces of sheet, and to grip wire 
when coiling it to make jump rings. They 
are cheap and should last a lifetime. 

A ring-setting clamp technically falls 
into the screw-activated category, but it's 
designed to hold a ring, so I wanted to 
mention it here. When you tighten a screw 


on the clamp, a nylon sleeve expands 
inside a ring shank, holding it securely. 

I picked one up at Harbor Freight and 
was surprised at the quality. Mine was 
made in India and came in a nice wood- 
en box with clear instructions. 

Screw clamp 

Screw clamps use a screw to exert pressure 
for holding things in place. The first thing I 
look for when I teach a workshop at a new 
location is the milk crate full of C-clamps. 
Why? Because they are versatile. They're 
used to hold down bench pins, tabletop 
machines (like a drill press), bench vises, 
and other tools that would normally be 
bolted down. C-clamps are also great for 
holding wood or other materials together 
when using adhesives. Most C-clamps are 
made from malleable iron, for safety. You 
would not want a C-clamp made from a 
brittle material, as it could break apart if 



excessive force is placed on it. I have some 
that are made from cast steel, aluminum, 
iron sheet, brass, and plastic. The nonfer- 
rous clamps are small and should be used 
only for light-duty work. 

Another type of screw clamp is called a 
bar clamp. I have a set of brass bar clamps 
that I use only with wood or plastic when 
making box forms. The bars are 10 in. 

(25.4 cm) long, and are small versions of 
woodworkers' bar or pipe clamps. You can 
get them from most hardware stores and 
model-building suppliers. 

In this family of screw clamps is the 
toolmakers' parallel clamp. Design-wise, 
this is identical to the parallel clamp used 
by woodworkers — only smaller. Unlike 
C-clamps, toolmakers' clamps are made 
from hardened steel. There's no fear of the 
steel jaws breaking, because the pressure 
exerted on them comes in the form of 
compression. They use two screws instead 
of one to tighten. An American-made 
Starrett parallel clamp can cost $60, and 
that's for a clamp only IV 2 in. (38 mm) long. 
Check flea markets for one of these, as 
most people don't know what they are. 
They are sweet. 
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Subscribers: Learn two 
ways to turn a C-damp 
into a flex-shaft hanger 

at www.artjewelry 
mag.com/reference. 

Learn how to coil wire at 

www.artjewelrymag. 

com/videos. 

Subscribers: Watch an 
extended version at 

www.artjewelrymag. 

com/subvideos. 


C-damp, brass bar clamp, 
and light-duty plastic 

spring clamps C-clamp (modified flex-shaft hanger) 


While we're in the machine-shop realm, 
there's another more specialized clamping 
tool called the V-block and screw clamp. 
These are cubes of steel: the top surface 
has a V cut into it, and two opposite sides 
have grooves or slots. The grooves allow 
a U-shaped piece of steel to be slid onto 
the block. The apex of the U is drilled and 
threaded. A screw is inserted into the U, 
and is tightened to hold round rod or tub- 
ing in the V-groove. These tools are usually 
used in pairs to hold rods and tubes while 
drilling them with a drill press. Remember, 
these are made from the highest-quality 
steel, precision ground, and heat-treated 
for hardness. A really good set can cost as 
much as $600, but that's overkill for most 
jewelers. Offshore-manufactured V-blocks 
run around $40. 

If your studio is equipped with a vacu- 
um machine, air compressor, water sprayer, 
or other machine that has a hose attached 
to it, you will need hose clamps. Get them 
at auto and hardware stores. 

Spring clamps 

Cross-locking tweezers. Medical hemo- 
stats. These versions of spring clamps 


exert tremendous holding force. I use mine 
when soldering or to hold pieces together 
when using adhesives. It's nice to have a 
pair or two around the studio. 

The most common spring clamp is the 
woodworkers' spring clamp. Designed 
to clamp wood for gluing, they are made 
of pressed steel and have extremely strong 
springs. Of interest to those who cast: I 
made a rubber mold-cutting jig by bolting 
one arm of a metal spring clamp to a piece 
of wood. Whenever I need to use it, I use a 
C-clamp to mount it to my bench. You can 
also find them made from resin. I bought 
a dozen light-duty plastic spring clamps 
when they were on sale at one of the ma- 
jor hardware-store chains. They're great 
for holding delicate materials. 

Toggle clamps 

Now, you may have never heard of this 
clamp. Toggle clamps use levers to adjust 
and apply force to an object to hold it in 
place. Unless you need to hold something 
down multiple times and in the same 
place, you might not need a toggle clamp. 
But, they're interesting mechanisms. You 
buy the toggle — just the toggle. It's not 


a ready-to-use tool, so you need to make a 
jig out of wood onto which you mount the 
toggle. It's fully customized for the specific 
end use. They are available in styles to ex- 
ert vertical or horizontal pressure, as well 
as push/pull. The few times I've had to 
make a jig for using a toggle clamp, it was 
time well spent. 

I like to find a quote or some reference 
from a famous person to end my articles, 
but C-clamps don't exactly inspire poems 
or inspirational words. However, I did find 
a quote about the hand from a rather 
smart and well-respected person: Isaac 
Newton. "In the absence of any other 
proof, the thumb alone would convince 
me of God's existence." ED 

Christopher C. Darway 
can be reached via 
email at cdarway@ 
outlook.com. 
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■ METALSMITHING 101 studio essentials 


Spotlight 

Education 

V I ^ 


The Dynamic of Transmission 
and Reception 

by Michael David Sturlin 


T ransmission and reception sounds technical, but don't let that 
be off-putting. This pair of words is perfect to illustrate a simple 
point: The transmission and reception of knowledge is like a radio 
or television broadcast; it takes both a means of projecting the 
content and a device for receiving the signal in order for the transmission 
to be complete. 


We all start by learning 

Here's what I know about learning: It is a 
neverending activity that will (or should) 
continue for your entire life, no matter 
how long your life may be. 

Learning is a natural part of our exist- 
ence as living creatures. Every day we learn 
something new, no matter how small or 
seemingly insignificant. Often, we don't 
even pay attention to what we've learned, 
unless it's one of those "Ah ha!" moments 
or it has immediate relevance. 

Humans are not born with pre-existing 
knowledge. Every single thing we do, from 
childhood to maturity, is something we 
are able to do because we have learned 
to do it. All of our technical skills are prac- 
ticed behavior. Talent is an acquisition, 
not a birthright. Learning to do some- 
thing and practicing it diligently leads 
to a person being talented at that parti- 
cular activity. Talent is the development 
of refined knowledge; it is the result of an 
intentional investment of time and effort. 

Knowledge is content 

Sometimes we speak about a "body" of 
knowledge. This is a fitting analogy, be- 
cause knowledge is like an ocean — a 
nearly endless body of water. The further 
we venture away from the shore, the 
more clearly we recognize the vastness 
of the expanse of water. Being aware of 
that limitlessness is important to gaining 
perspective on learning. Personally, the 
more I realize how much I've learned about 
anything, the more I realize how much 
more there is to learn about everything. 


How we learn 

Most learning happens through discovery. 
That discovery can be either intentional 
or inadvertent; often, the learning process 
is some of each. Remember that learning 
is basically the activity of investigation and 
discovery. Rather than "trial and error," 

I prefer "trial and realization." And yes, at 
times, the realization is that what you've 
tried isn't the best way to do something. 

What it takes to learn 

An old adage advises that in order to learn 
something new, you must let go of what 
you already know, or what you think you 
already know. I've experienced the truth 
of this from both sides of the bench — in 
my own pursuit of education and in my 
work transmitting knowledge to others. 

My wife, Praparat, is also a teacher, in 
the field of culinary arts. She has a large 
white board on one wall of her classroom, 
and she begins each class by saying, "Make 
yourselves like this white board — erase 
what you already know so you'll be open- 
ed up to learn what I have to teach you." 

In order to learn, a person must be able 
and willing to do several things: 

• Pay attention 

• Focus 

• Practice 

• Review 

• Correct 

• Continue to practice 

• Analyze 

• Make adjustments 

• Practice more 


You may have noticed a theme — 

I hope you did! Regular, sustained practice 
is essential to learning anything and retain- 
ing that knowledge over the long term. If 
you've ever "crammed" for an exam, you'll 
know how little of the information you 
retained after the exam was done. Learn- 
ing a physical skill or craft works the same 
way. If you try to learn it quickly, you won't 
retain it over the long term. 

Styles of learning 

We receive information through our whole 
range of sensory perceptions: sight, touch, 
sound, smell, etc. This makes us receptive 
to different methods of processing, adapt- 
ing, and incorporating information into 
useful applications. 

Auditory perception 

Yes, we receive information by hearing it 
spoken. But the importance of auditory 
perception to learning applied techniques 
goes beyond the instructor's spoken direc- 
tions. Pay attention to the sounds of your 
tools and the sounds your material makes 
as you manipulate it: These can provide 
valuable information. 

Observational perception 

We also receive information by watching 
others. Whether in person or through 
broadcast media, we visually perceive the 
process, seeing the movements of tools 
and their effect on the material. There's a 
reason that demonstrations are a key part 
of any classroom session, and that video 
demos are so popular on the Internet — 
they work. 

Tactile perception 

Actually getting your hands on the tools 
and feeling the manipulation of the ma- 
terial is a vital part of learning. In applied 
arts, this is generally the most important 
sensory relationship in perception and 
practice; the eyes guide and oversee the 
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activity, but the hands and fingers do the 
actual work. 

It is by touching the tools and feeling 
the result that you gain understanding of 
cause and effect and develop confidence 
and skill. In many crafts it is said, "You 
have to feel it to know it." 

Experiential perception 

Information is accumulated and processed 
from any or all of the above. Experiential 
perception is the culmination of process- 
ing all available sensory perceptions into 
a body of knowledge. 

Cumulative awareness 

Whether learning through in-person en- 
counters, reading books and magazines, 
watching videos, or even self-guided 
experimentation, we are essentially 
gathering information that we can use 
and apply and further develop through 
our own, individual experience. 

What it takes to teach 

Proficiency is vital, but it takes more than 
that to be a good teacher. You must also 
understand the processes well enough 
to be able to explain them to others, and 
be able to transmit information clearly 
and effectively. The teacher should be able 
to not only show how something is done, 
but also to explain why. 

Often, a workshop student will ask, 
"How are you doing that?" I respond by 
saying, "I am going to show you how I am 
holding/using the tool, but more impor- 
tantly, I will tell you why I am doing it this 
way." Being able to explain why a tool is 
held or used a certain way, and why a 
material responds or a process occurs, 
is what differentiates demonstrating 
something from teaching how to do it. 

In order to be a good transmitter, a 
teacher needs to be: 

. Skilled 

• Confident 

• Organized 

• Focused 

• Well prepared 

• Receptive to questions 

• Able to provide answers 

If teachers don't have an answer, they 
need to know where to suggest their 
students might look for the information. 


Teachers also must be attentive to a 
student's individual needs and sensitive 
to their self-imposed limitations. At the 
beginning of learning anything new, 
there's generally some degree of trepida- 
tion, which leads to hesitancy. In metals 
and other visual arts, there's usually a new 
tool or hand position that is uncomfort- 
able until the student understands the 
how and why and acclimates to its use. 

A good teacher needs to be able to en- 
courage students, reassure them, help 
them recognize the first glimmer of 
success, and transform that into the 
beginning of confidence. More than 
anything, a teacher is a facilitator and 
enabler — in a good way. 

Why teach? 

The teacher is the consulting engineer 
who enables the student to build a bridge 
to span the chasm between where they 
are and where they want to go. Teaching 
is also dedication to the perpetuation 
of knowledge; it is what keeps that vast 
ocean of information from receding and 
drying up. 

In the interest of full disclosure, I will 
mention that I did not set out to be a 
teacher. I spent 30 years as a professional 
goldsmith; teaching is my "Act II" in life. It 
is a path that found me, not one I sought, 
but it is the one I am traveling at this point 
in my career. 

Although I wasn't formally trained as 


an educator, the body of knowledge I 
acquired in my studio practice gave me 
a good understanding of cause and effect 
and enabled me to effectively transmit 
process and technique. I am delighted 
to be able to share that experience with 
others and help them move forward on 
their own path of creative expression. 

Teaching and learning go hand in hand. 
When instructing others, the teacher will 
inevitably also learn new things. I've found 
that the more I teach, the more I learn. 

Not only about the topic I'm teaching, but 
about the activity of teaching itself. 

I have my peers and teachers to thank 
for helping me develop as a practitioner, 
and I have my students to thank for help- 
ing me develop as a teacher. I also have a 
very special colleague to thank — my late 
friend Sigrid Schneider, a fellow teacher 
and goldsmith from Vienna. Sigrid en- 
couraged me toward my Act II with the 
observation that, "The main reason to 
teach is because nothing else can ever 
be as fulfilling." El 


Michael David Sturlin 
is an award-winning 
goldsmith, jewelry artist, 
and educator. Contact 
him via email at 
michaelsturlinstudio@ 
cox.net. 
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Rvi/ Leading the way 

M for more than 20 years 


* MITSUBISHI MATERIALS 
TRADING CORPORATION 

www.mmtc.co.jp/en/products/pmc.html 


photo by 
Robert Diamante 


Brought to you by Mitsubishi, the inventors of metal clay, PMC offers a full range 
of clays to meet the needs of every artist. What’s your PMC? 


Vickie Hallmark 

Austin, Texas 
vickiehallmark.com 


photo by 
Marilyn O’Hara 


“I love working directly with metal clay 
because I can see exactly what the finished 
piece is going to look like; I can make design 
adjustments on the fly. In my work I try to 
balance the complexity of detail with simple 
elegance in composition. I use PMC3® most 
of the time, often combining it with Argentium 
sheet and wire.” 
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ALL LEVELS | METAL 


GOLD 


Go 4x Farther 


Stretch ultra-thin gold past its limits 
by fusing it to thick-gauge silver. 


by Wendy Thurlow 
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EXPERIMENTING WITH WAYS TO FUSE SILVER AND GOLD has helped 
my work evolve. I like to incorporate patterns, asymmetry, and rich, contrast- 
ing colors in my work. Fusing allows me to utilize all of these elements in a 
single sheet of metal. The biggest perk of this technique is how far you can 
stretch a small amount of gold. By the end of this process, the silver-and-gold 
sheet will be nearly four times its starting size! This is a great way to get the 
look of gold for a fraction of the cost. This process is done before fabricat- 
ing a piece of jewelry, as opposed to keum boo, in which gold accents are 
applied to a finished piece. This mixed-metal sheet is relatively easy to make 
and the end result can be used just like a sheet of silver. 


materials 

■ Sterling silver sheet: 

■ 14-gauge (1.6 mm), 1 x 1 in. 

(25.5 x 25.5 mm) 

■ 22-gauge (0.6 mm), amount 
determined by design (optional) 

■ 24k-gold sheet: 34-gauge (0.16 mm), 
amount determined by design 

SES toolboxes, page 77 

■ Soldering/Annealing 

■ Finishing 

additional tools & supplies 

■ Shears 

■ Steel bench block 

■ European dead-blow or rawhide mallet 

■ Cotton swab 

■ Rubbing alcohol 

■ Silicone medium-grit polishing wheel 
with a flex shaft or rotary tool (optional) 

■ Needle 

■ Agate burnisher 

■ Rolling mill 

■ Textured fabric or paper (optional) 

Find out where to buy supplies, page 79 
See Safety Basics, page 76 

See "3 Types of Torch Flames and When 
to Use Them" for an illustrated look at 
three different types of flames you can 
get with a torch. 

www.artjewelrymag.com/reference 


Prepare the silver. Place a sheet of 
heavy-gauge sterling silver on a fire- 
brick or soldering board. I used a 1 x 
1-in. (25.5 x 25.5 mm) square of 14-gauge 
(1.6 mm) sterling silver sheet. Use a bushy 
flame to heat the silver to a dull red glow. 
Let the silver air-cool, and then place it 
in pickle. Let it soak for a few minutes, 
then remove it from the pickle, rinse it, 
and dry it; do not use a brass brush yet. 

Repeat the heat/pickle/rinse cycle 
roughly five to seven times. This process 
creates a slightly porous surface, which 
helps the gold bond to it during fusing, 
but it also removes the copper from the 
surface, leaving behind a top layer of 
fine silver [1]. (See "Depletion Gilding 
vs. Depletion Silvering," page 65). 

Set the silver sheet aside. 


NOTE: Be sure to hold the silver sheet by 
its edges after preparing it to keep it clean 
and free of grease. 

Cut out the gold. You can custom-order 
24k-gold sheet in 34-gauge (0.16 mm), or 
you can use your rolling mill to roll down 
thicker sheets of gold to a thinner gauge. 

A general rule of thumb is to anneal after 
reducing the thickness 50%. While rolling 
out the sheet, if you want to change 
directions (say, from north/south to east/ 
west), anneal the metal before rotating it, 
or you risk cracking or tearing it. 

Use shears to carefully cut geometric 
shapes from the 34-gauge (0.16 mm) 24k 
gold [ 2 ]. Unlike keum boo, the gold will be 
distorted by multiple passes through the 
rolling mill in a few steps, so don't cut 
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intricate or precise designs that require a 
distinct edge. Don't worry about the gold 
shapes being neat or complementary; the 
gold will lose its distinct edge during the 
later rolling process. 

NOTE: Make sure the silver and the gold 
shapes are completely flat. Place each 
piece on a steel bench block one-at-a- 
time, and use a European dead-blow or 
rawhide mallet to flatten it. This is im- 
portant so air bubbles don't form when 
you fuse the gold to the silver. 

Clean the metal. Dip a cotton swab in 
rubbing alcohol and use it to wipe both 
sides of your silver sheet and gold shapes 
[3]. This step will remove any grease or 
dirt that remains on the metal. Allow the 
alcohol to evaporate from the metal. 

Fuse the gold and silver. Place the silver 
square on a charcoal block. 

NOTE: To create a reducing atmosphere 
(which is best for fusing), work on a char- 
coal block. The burning charcoal forms 
carbon dioxide (C0 2 ), which absorbs oxy- 
gen and hinders oxidization of the metal. 

Use tweezers to arrange your gold 
shapes on the silver [ 4 ]. Again, do not 
worry about precise placement of the gold 
shapes; just be sure that the gold doesn't 
hang over the edges of the silver sheet. 

Use a bushy, reducing flame to evenly 
heat the metal until the silver becomes 
shiny and mirror-like [ 5 ]. When there is 
a bright flash between the gold and the 
silver, the gold and silver have fused. 

NOTE: If the silver overheats, it will flow 
over the edges of the gold. Don't worry! 
After the metal cools, use a medium-grit 


silicone wheel in a flex shaft or rotary tool 
to remove the overlapping silver [ 6 ]. 

Let the metal air-cool to avoid thermal 
shock. If quenched while red-hot, sterling 
silver may crack. 

Check for air bubbles. Once the piece is 
cool, check for air bubbles trapped under 
the gold. If you find any, use a needle to 
punch a hole in the center of the bubble. 
Use an agate burnisher to tap and burnish 
the bubble flat, working from the edge 
of the bubble toward the hole. Then re- 
heat the metal to fuse the burnished gold 
to the silver. 

After you remove any air bubbles or 
silver overflow, place the piece in pickle 
to remove any oxidation. Let it sit for a 
few minutes, then rinse it. Check that the 
gold is fused, with no loose edges, then 
brush the metal surface with the soapy 
brass brush to clean it. Dry it well. 

Roll the metal. Run the fused sheet 
through a rolling mill multiple times 
to compress the gold completely flush 
to the silver. To get the most out of 
my gold, I prefer to roll out my 14-gauge 
(1.6 mm) sheet to 22 or 24 gauge (0.6 or 
0.5 mm) [ 7 ]. 


1 BASICS & VIDEOS 

Learn fundamental techniques 
in these bonus tutorials: 




Annealing metal 

• 

• 


Preparing and using 
a charcoal block 


• 


Pickle basics 

• 

• 

m 

Using a rolling mill 



m 

Roll printing metal 


• 


Rolling mill maintenance 




Sweat soldering 

• 

• 


Basics, page 75 




Videos, www.artjewelrymag.com/videos 

Subscriber videos, 
www.artjewelrymag.com/subvideos 



Anneal the sheet as necessary while 
rolling it down to avoid cracking. 

Texture the metal sheet. When you 
get close to your desired gauge, an- 
neal once more, and then lay a piece 
of textured fabric or paper on top of 
the sheet and pass them through the 
rolling mill together. I find that rice 
paper adds a beautiful, subtle texture 
to the metal [8]. 

NOTE: After rolling down and texturing 
the fused sheet, sweat-solder a piece of 
22-gauge (0.6 mm) silver onto the back 
to add strength, if desired. 

Fabricate your piece. Cut, form, solder, 
embellish, and finish your fused sheet just 
as you would a sheet of sterling silver. 31 





What studio mistake has taught you the most? 

"A few years ago, I overheated and cracked a pendant I was 
working on. At first I was horrified, then I realized the crack 
was quite interesting. I enlarged and refined the crack in the 
silver, then set a raw ruby within the space. Now I do it on pur- 
pose and fill the lines and cracks with gold and gemstones!" 
Contact: www.hammeredbywendy.com, 
hammeredbywendy@gmail.com 
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KEUM 


O 


without more gold 


How do you give applied gold a more substantial 
look without incurring a more substantial price tag? 
The secret is in the silver. 

by Kazuhiko Ichikawa 


Keum boo (pronounced “come boo”) is a traditional Korean 

technique of fusing gold foil directly onto a finished piece of fine silver. 
My method adds a twist, by first incorporating silver sheet elements before 
fusing the gold foil. While you can create more depth and dimension in your 
pieces this way than with gold alone, the heat required for this method is 
more intense than the traditional technique. With that in mind, plan on using 
a finished piece that only uses medium or hard solder — joins closed with 
easy solder will likely reflow during the foil-application steps. 
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materials 

■ Sterling or fine-silver finished piece (stones not set) 

■ Fine-silver sheet: 24-gauge (0.5 mm), amount deter- 
mined by design 

■ Copper sheet: 18-gauge (1.0 mm) copper sheet, 
large enough to support the gold foil 

■ 24k gold foil: amount determined by design 

mzm toolbox, page 77 

■ Soldering/Annealing 

additional tools & supplies 

■ Tracing paper 

■ Double-sided tape 

■ Jeweler's saw with 4/0 or 5/0 blades 

■ Scissors (optional) 

■ Cutting mat 

■ Curved surgical blade and holder 

■ Insulating compound (optional) 

■ Gum arabic or tragacanth gum 

■ Agate burnisher 

■ Sewing needle 

Find out where to buy supplies, page 79 
See Safety Basics, page 76 


BASICS & VIDEOS 

1 

Learn fundamental techniques 
in these bonus tutorials: 

B 

< 

*• 

Annealing metal 

• 

• 


Pickle basics 

• 

• 


Using shears to cut metal 



ISfr 

How to fuse 
fine-silver sheet 



m 

O Basics, page 75 

! Videos, www.artjewelrymag.com/videos 

' Subscriber videos, 
www.artjewelrymag.com/subvideos 



Sketch your design. Draw 
your finished piece — actual 
size — on tracing paper. Sketch 
or trace the gold design you'll 
be adding to it [1]. The design 
will determine how much fine- 
silver sheet and gold foil you 
will need. 

Anneal the silver sheet and 
gold foil. Use a permanent 
marker to carefully color a 
piece of gold foil. Set a sheet 
of 18-gauge (1.0 mm) copper 
on a tripod, and heat it with 
a torch to oxidize its surface. 
Place the gold on the oxidized 
copper. The oxidation will pre- 
vent the gold from fusing with 
the copper. Directing the flame 
from below, evenly heat the 
copper; it will transfer heat to 
the gold [2]. Continue until the 
marker on the gold disappears. 

EDITOR'S NOTE: The gold foil 
Ichikawa uses is substantially 
thicker than the gold foil that is 
readily available in the United 
States. You can achieve a simi- 
lar look by either adding layers 
of thinner gold foil or using a 
rolling mill to roll out a 24k- 
gold sheet until it's the same 
thickness as his (0.05 mm/ 

50 microns). 

Use a permanent marker 
to color the 24-gauge (0.5 mm) 
fine-silver sheet. Either set the 
fine silver on the copper sheet 
used to anneal the gold, or 
place it on a soldering board. 
Heat the silver evenly until the 
marker disappears. 


Transfer your design and 
cut out the fine-silver sheet. 

Use double-sided tape (film- 
based, not fabric or paper) to 
secure the sketched design to 
the annealed fine-silver sheet. 
Use shears or a jeweler's saw 
with a 4/0 or 5/0 blade to cut 
out the fine-silver embellish- 
ments [3]. If needed, use a file 
to refine the edges. 

Cut the gold foil. The gold 
foil is much too thin to cut 
with a saw. Depending on the 
thickness of the foil, either 
place it between two sheets of 
tracing paper and cut it with 
scissors, or place it on a cutting 
mat and use a craft or surgical 
knife instead. If needed, use 
the fine-silver embellishments 
as a guide for cutting the foil. 

TIP: When using a craft 
or surgical knife to cut 
gold foil, place the foil 
on a cutting mat. 

Gently but firmly push 
the blade through the 
foil. Cut little by little. If 
you have a surgical 
blade, cut with the 
curve of the blade and 
use a rocking motion. 

Do not move quickly, 
or you'll "drag" the foil 
at the cut and tear it. 

If you use a craft or surgi- 
cal knife, the cut edge of the 
foil will be slightly raised as a 
result of the blade pushing 
through the foil to cut it. Place 
the foil on a steel bench block, 
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with the raised edge facing 
up. Use a burnisher to gently 
smooth down this ridge. 

Prepare the finished piece. 

Remove copper from the 
surface of your finished ster- 
ling silver piece and leave a 
fine-silver surface by using a 
technique known as "depletion 
silvering." (See "Depletion 
Gilding vs. Depletion Silvering," 
page 65.) Light your torch and 
use a soft, bushy flame to heat 
your piece [ 4 ] until the sterling 
silver darkens from oxidization. 
Quench, pickle, rinse, and dry 
the piece. 

Repeat this process several 
times until the sterling silver 
no longer oxidizes. 

Adhere the fine-silver sheet 
to the piece. Dissolve a small 
amount of gum arabic or tra- 
gacanth gum in distilled water 
[ 5 ]. A little of the powder goes 
a long way: Start with 16 tsp 
(2.46 mL) or less, and slowly stir 
in water. The solution should 
be smooth and transparent, 
not a sticky gel. 

Use tweezers to dip the 
fine-silver embellishments into 


the solution and then set them 
in place on the finished piece. 
Allow the gum solution to dry. 
You can speed up the drying 
process by using a hair dryer, 
but be careful not to blow 
away any small silver pieces! 

The 24-gauge (0.5 mm) 
sheet is too thick to be held 
in place by the gum solution. 
That's all right — the solution's 
purpose is as a temperature 
indicator, not as a glue. Don't 
clean up any excess solution. 

Fuse the silver sheet. Use a 

soft, bushy flame to heat the 
piece. As the temperature rises, 
the excess gum solution will 
scorch black [6]. Continue 
heating until the scorch marks 
disappear. Then, while keeping 
the flame on the piece, use a 
steel burnisher to burnish the 
fine-silver embellishments. 
Press the burnisher down at 
the center of a fine-silver piece, 
and then roll it outward to 
drive out any trapped air [ 7 ]. 

NOTE: Because we are using 
a thicker gauge of metal than 
is used in traditional keum boo, 
you'll need to push harder with 


the burnisher and apply the 
heat for a bit longer. Be patient, 
but take care not to overheat 
the piece, or any previous 
solder joins could reflow. 

After you have fused all the 
fine-silver embellishments, 
remove the flame. Check to 
make sure all the fine-silver 
pieces are affixed from edge 
to edge. Let the piece air cool. 

Polish the fine-silver embel- 
lishments. Use 800-1000-grit 
sandpaper to remove any stray 
marks left by the burnisher, 
and refine the surface. 


Adhere the gold foil. This 
step is much like traditional 
keum boo. Dip each piece of 
gold foil in the gum solution, 
and place it on top of its cor- 
responding fused fine-silver 
embellishment [ 8 ]. Just as 
before, once the solution is 
dry, heat the piece with a soft, 
bushy flame, burning off the 
gum solution. 

EDITOR'S NOTE: For Ichi- 
kawa's method, torch control 
is key. When fusing the gold 
foil, use a big, bushy flame 
and keep the flame moving 
to maintain temperature and 


no torch? no problem! 

I will occasionally swap out my torch with a sheet 
of 12-gauge (2.1 mm) copper over the burner of my 
(gas) kitchen stove. Using the stove means that both 
of my hands are free, which makes it easy to hold and 
burnish the foil. I use this method when the piece is 
flat and the area in contact with the copper is con- 
veying enough heat. 

A hotplate will also work to fuse gold foil to fine silver. 
If you use an electric hotplate, make sure it's stable and 
can reach temperatures of 500-800°F (260-427°C). 
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not overheat the piece. You can 
also use a hotplate or your 
stove for this step (see "No 
Torch? No Problem," page 35). 

Continue heating until the 
scorch marks from the solution 
disappear. After they disappear, 
use a burnisher to burnish the 
foil [9]. 

NOTE: Because this technique 
generates a lot of heat, you 
may be concerned for some of 
your more delicate joins or a 
vulnerable portion of your 
finished piece (like the bail on 
my pendant). If that is the case, 
you can use an insulating 
compound, such as Heat 
Shield. This clay-like heat sink 
acts as a barrier between 
delicate stones, metal parts, or 
joins, and the flame. Most 
compounds can be washed 
away with water. 


Starting at the center of the 
foil, push the burnisher down 
into the foil and then roll it 
outward to drive out any air 
trapped under the foil. 

NOTE: To remove any trapped 
air, remove the flame and use 
a needle to poke a release hole 
in the center of the air bubble. 
Return the flame, and burnish 
the air bubble. Start at the out- 
side edge of the bubble and 
work in toward the hole to re- 
lease the air [10]. 

Allow the piece to air cool. 

Finish the gold. Use the craft 
or surgical knife to trim the 
gold foil along the edge of the 


fine-silver embellishment [11]. 
Use a medium silicone point in 
a flex shaft or rotary tool to 
refine the edge of the gold. 

Depending on the thick- 
ness of your foil, you can add 
texture, or just lightly polish 
the gold with 800-1000-grit 
sandpaper to remove any re- 
maining tool marks. 

Finish the piece. If you like, 
you can add more gold ele- 
ments to your piece using the 
more traditional keum boo 
method. For this method, heat 
the piece on a hotplate or 
stovetop, and apply the gold 
foil directly on the depletion- 
silvered surface of the sterling 
silver piece. It will give you a 


flatter look — and mixing the 
traditional keum boo with my 
method of layering silver gives 
you more depth in your design. 

For my piece ( page 32 and 
above left), I used traditional 
keum boo to add stems to the 
leaves and to add gold to the 
framing tendrils below the 
main body of the pendant [12]. 

Finish your piece as you 
desire. I like to use a liver of 
sulfur patinate to increase the 
contrast between the silver and 
gold. As the last step, set any 
stones. EE 


ASK THE ARTIST: KAZUHIKO ICHIKAWA 


2 = 5 > J 


What studio mistake have you learned the most from? 

"There are many, but I learned early on to never solder sitting on a chair. 

I dropped a heated ring on my lap. Now my soldering section of the studio 
is a standing setup — no chairs." 

Contact: tanzanite1837@yahoo.co.jp or www.etsy.com/shop/kaznesq 
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Process photos by Kazuhiko Ichikawa. 


Gallery: Kazuhiko Ichikawa 




Natural ametrine, mabe 
and Akoya pearls, fine sil 
ver, gold, sterling silver. 
2 x 2 in. (51 x 51 mm). 



Fine and sterling silver, green amethyst, 
and Akoya pearls. V/& x VA in. (35 x 38 mm). 



Sterling silver, gold, copper, 
natural stone, agate and coral 
beads, leather cord. VVu x 
VA in. (46x45 mm). 

All photos by Kazuhiko Ichikawa. 




■ TECHNIQUE 

ALL LEVELS | METAL/METAL CLAY 


Take a 



to Mixing Metals 


Use 22-karat metal-clay 
slip to add a burst of gold 
to base-metal sheet 


by Christopher C. Darway 
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\ ou say the word "gold/ 7 and most people think, "jewelry." Gold rings, 
gold torques, a glowing array of solid gold wearable pieces. But there 
are different ways to create the look of solid gold or gold accents 
without the high cost, including gold plating, Korean keum boo, traditional 
gold leaf, fusing, and mercury gilding. (I've never tried mercury gilding, and 
for good reason — I want to live a few more years. It was outlawed in France 
in 1830.) Aura 22, a gold metal-clay slip, is a relatively new way to add gold 
to fine silver, sterling silver, and copper. 

The technique of applying Aura 22 to copper is simple, uses no expensive 
or exotic equipment, and is safe. If applied and fired properly, the finished 
sheet can be etched, soldered, enameled, mill rolled, and fold formed. 



materials 

■ Copper: 16-24-gauge (1. 3-0.5 mm), 
amount determined by design 

■ Aura 22 with media or distilled water 

tools & supplies 

■ Scouring pad 

■ Paper towel 

■ Rubber-tipped clay shaper 

■ Mug warmer 

■ Firebrick and broken charcoal blocks, 
or a new charcoal block 

■ Tweezers 

■ Candle 

■ Torch 

■ Quench bowl 

■ Pickle pot with pickle 

■ Soft brass brush 

■ Packing tape 

■ Super pickle (hydrogen peroxide, 
sodium bisulfate) 

Find out where to buy supplies, page 79 
See Safety Basics, page 76 


What is Aura 22? 

Aura 22 is a mixture of 91.6% powdered 
24k gold, 8.4% fine silver, and a water- 
based, nontoxic binder. When it's fired, 
the alloy tests to 22k gold. One advantage 
of Aura 22 over traditional keum boo is 
that the gold is painted onto the metal, 
rather than burnished, allowing it to reach 
into recessed areas. 

NOTE: Aura 22 is a PMC product. Accent 
Gold for Silver is made by Jewelry Material 
Innovation, Inc. Accent Gold is 24k gold 
and can be torch-fired on sterling or fine 
silver; if using sterling silver, you first must 
raise the fine silver (see "Depletion Gilding 
vs. Depletion Silvering," page 65). 

Preparation 

Prepare the copper. Use a scouring pad 
to clean both sides of a piece of copper 
(see "Size Limitations," page 41), then rinse 
the metal in water. Water should sheet off 
the surface, not bead up. If it beads up, 
scrub the copper again. Use a paper towel 


to pat the copper dry, and handle it only 
by its edges from this point on. No greasy 
fingerprints! Set the copper aside. 

Prepare the Aura 22. Open a package 
of Aura 22. Remove and carefully open the 
plastic jar. Depending on the orientation of 
the package during transport and storage, 
there might be an accumulation of gold 
and liquid binder in the cap. Use a rubber- 
tipped tool, such as a clay shaper, to scrape 
the excess material out of the cap and back 
into the jar. Carefully stir the mixture to 
mix the liquid binder and gold particles 
into a creamy consistency. If it's dry, use 
the included media to reconstitute it. I've 
also used distilled water for this with no 
adverse effects. 

Apply the Aura 22. Use the rubber- 
tipped clay shaper to apply Aura 22 to 
the freshly cleaned copper [1]. I like to 
rub the tool back and forth to give the 
gold a natural edge. One coat is enough 
for sufficient coverage, but if you want a 


more dimensional look, apply a second 
coat after the first is dry. 

Set the copper on a mug warmer until 
the Aura 22 is dry [2]. Yes, the manufactur- 
er's instructions say not to, but I've never 
noticed any difference whether it's force- 
dried or air dried. 

TIP: Let any excess Aura 22 on a 
rubber-tipped shaping tool dry 
there. Once it's dry, peel it off 
and return it to the jar. 

Prepare the firing surface. Aura 22 is 
meant to be applied to fine silver because 
fine silver doesn't produce oxides when 
fired in a kiln or with a torch. When using 
it on copper, you must create a reducing 
atmosphere to prevent the copper from 
oxidizing and interfering with the gold's 
ability to bond to it. 

The most commonly available surface 
for this is a fresh charcoal block, but I like 
to use a spongy firebrick charged with 
charcoal. The center where I taught never 


Learn how to use pickle in "Basics "page 75, and watch a demo video at 
www.artjewelrymag.com/videos. 
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Subscribers: See the three types of torch flames and when to use them at www.artjewelrymag.com/reference. 



had decent charcoal blocks, but we did 
have firebricks and lots of broken pieces 
of charcoal. To charge a firebrick, rub 
broken bits of charcoal over the entire 
surface of the firebrick. 

Create the soot layer. Use tweezers to 
hold the copper piece gold-side down. 
Slowly pass the metal through a candle 
flame [3] until the surface is jet-black with 
soot [4]. Place the copper soot-side-up on 
the prepared firebrick. This setup, with the 


carbon-covered copper and firing surface 
covered with charcoal, will create a reduc- 
ing atmosphere in the next step. 

Firing 

Fire the Aura 22. Light your torch (see 
"Choosing a Torch," opposite page). Ad- 
just the gas until you create a soft, bushy, 
flame with a bit of orange at the tip. If 
the flame blows out, relight the torch, 
and increase the amount of gas. 

Your natural instinct will be to move 


super pickle 

Super pickle is a generic term for a family of hydrogen peroxide, sodium bisulfate 
(Sparex), and white vinegar pickles. They are used with copper or copper-bearing 
alloys, such as brass and bronze. It is also good for pickling nickel to remove the 
copper flash that appears after it's heated. This recipe contains only sodium bisulfate 
and hydrogen peroxide, though other variations may contain white vinegar. 

Recipe 

Pour 16 fl. oz. (473 mL) of hydrogen peroxide into a plastic or glass container. Mix 
in 2 oz. (56.7 g) of sodium bisulfate until it dissolves. 

Disposal/Reuse 

Place steel wool into the pickle to remove the copper from the spent solution. The 
steel wool pulls the copper out of the pickle almost instantly, turning it pink/rust 
colored. Dispose of the steel wool. The pickle can be reused, if desired. To dispose 
of the pickle, pour it into a large container of water, and use baking soda to neutralize 
the pickle. Follow your area's hazardous-waste disposal guidelines for disposing of 
neutralized pickle. 



the flame around as if you are soldering. 
Don't! Come straight down on the copper. 
You'll see the flame curl upward, making 
a curved, disk-like shape; this is called the 
corona [5], and it's key to this technique. 
Once you commit, do not move the torch 
around. You want to fully cover the copper 
with the flame; any movement of the torch 
can expose parts of the copper to the air, 
which will cause oxides to form. 

Now comes the part that's like explain- 
ing how to ride a bike. Once you get it, 
you'll get it, but you might topple a few 
times before getting it right. Watch what's 
going on with the soot. Some areas will 
start to glow red, and the outline of your 
gold will start to appear. Wait two seconds 
after you see this, then pull the torch away 
for a split second and return it immediate- 
ly. Hold the flame on the piece for longer 
than the length of time it was pulled away. 
Continue to pull the torch away and return 
it until all the soot has been burned away 
[6]. Turn off the torch. 

NOTE: The copper will look pretty bad 
at this point. It may look like areas of the 
Aura 22 were burned off, but don't worry, 
they weren't. If you did overheat the 
metal, the gold will have begun to alloy 
with the copper and pass into the surface, 
but have no fear — all is not lost. In my 
experience, it's better to go too far with 
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the heat than to underfire the piece. 

Quench the piece in water [7]. If any 
of the Aura 22 lifts from the surface of the 
copper, the piece was underfired. If this 
happens, clean the copper with super 
pickle (see "Super Pickle," opposite 
page), dry it, carefully lift up 
the Aura 22, and paint ad- 
ditional slip underneath it, 
like glue. Then, repeat 
the firing process. 


Finishing 

Pickle the piece. Place 
the piece in regular hot 
pickle until the pickle begins to 
remove the oxides. Remove the piece 
from the pickle [8], rinse it, and gently 
brush it with a soft brass brush [9]. Place 
the piece back into the pickle, and leave it 
until the exposed copper looks pink with 
no dark spots or oxides. Remove the piece 
from the pickle, rinse it, and pat it dry. 


Try this 

technique with fine- 
silver metal-day slip! 
The process is the same 
until the silver 
becomes liquid, and 
it coats the copper 
like solder. 


depletes the copper from the surface, 
leaving the Aura 22 exposed. 

In under an hour, you'll see a noticeable 
change in the color and surface of the ex- 
posed copper. Depending on the 
final use of your metal, you 
can stop at this point [ 11 ]. 
For a deeper etch, leave 
the piece in the super 
pickle overnight. Be care- 
ful though; a piece of 
copper will dissolve if left 
in this solution too long. 
Remove the piece from 
the super pickle, then rinse 
and dry it. Your metal is now ready 
to be formed, soldered [ 12 ], sawn, drilled, 
enameled, or patinated without fear of the 
Aura 22 coming off. 5E 


size limitations 

For this technique, the flame needs 
to cover the entire surface of the 
metal to prevent oxygen from reach- 
ing the surface of the copper. Use the 
largest torch tip you have, and aim 
the flame at a firebrick to gauge how 
large of a piece of metal you can use 
based on how large the flame is. You 
can also use multiple torches for large 
pieces if you are comfortable holding 
a torch in each hand. 


choosing 
a torch 

Use a torch that will let you lower 
the line pressure or control the 
amount of air mixing with gas. I like 
an acetylene torch, such as a Prest- 
o-Lite or Smith. When I teach where 
an acetylene tank isn't allowed, I use 
the EZ (ORCA) Torch with MAP-Pro 
(a propylene/propane variant) fuel. 
One nice feature of the EZ Torch is 
the air-adjusting control ring on 
the torch head. It comes with three 
different-size tips; use the largest. 


author's note: 

Metacognition is the knowledge of knowledge, 
or knowing about knowing. The technique I 
describe here combines the physical ability of 
metals to alloy, a paper on sterling silver granu 
lation written by John Cogswell in 1984, an old 
welder's trick of putting soot on aluminum to 
find the annealing temperature, and a paper 
on making pickles using household chemicals 
by Bill Seeley. And, of course, the invention of 
Aura 22. 


Etch the copper. Apply packing tape to 
the back of the copper. Place the copper 
into super pickle. Within a few minutes, 
you'll see small bubbles appear on the 
surface of the metal [10]. This is normal. 


ASK THE ARTIST: CHRISTOPHER C. DARWAY 


What studio mistake have you learned the 
most from? 

"Don't let aluminum scrap become mixed with sterling silver 
scrap. I have made this mistake. The only use for this 'exotic 
alloy' is a trip to the refiner." 

Contact: cdarway@outlook.com 


NOTE: Remember when I mentioned that 
overheating can cause the gold to alloy 
into the copper? This part of the process 
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■ INSPIRATION | ON TREND 


Ha. — 


cover story 

CERAMICS & 
PORCELAIN 

In the jewelry world, "clay" has come to mean metal clay or polymer 
almost by default. But take a step back to the more ancient forms of 
clay, and see how adventurous jewelry makers are using those forms 
to break new ground in their field. Whether on its own, combined 
with metal or stones, left to imitate bone or stone, or glammed 
up with colorful glazes, ceramic and porcelain are prime for use 
by jewelers. The clay can take almost any form, texture, or color, 
and the medium's essential fragility makes it all the more striking 
and precious. E5 




A , Gold-dipped white 
porcelain earrings 
by Barcelona artist 
Pilar Cotter, www.pilar 
COtter.COm. Photo 
courtesy of the artist. 


Grey Bone earrings 
by Yasha Butler. Porce- 
lain, sterling silver. 
www.yashabutler.com. 

Photo by the artist. 


Red Lantern necklace, 
by Peter Hoogeboom. 
Taiwainese porcelain, 
sterling silver, www. 
peterhoogeboom.nl. 

Photo by Conor Vella. 
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As brooch, by Istanbul 
artist Selen Ozus. Iron, 
porcelain, and silk thread. 
www.selenozus.com. 

Photo courtesy of the artist. 


► Ocean Mood Necklace by 
Patty Schwegmann. Natural 
white and colored porcelain, 
glass, 18k gold, and oxidized 
sterling silver, www.schweg 
mannstudios.com. photo by 

Cole Rodger. 




A Pendant by Sue Davis. Hand-formed stoneware clay, 
bisque-fired, then glazed and refired; beach stones from 
Lake Michigan and Lake Superior, www.suedavisjewelry. 
etsy.com. Photo by Steve Vachon. 



Barnacle Stud Earrings 
by Kimberly Heustis. Glazed 
porcelain, 22k gold. www. 
porcelainandstone.com. 

Photo courtesy of Porcelain 
and Stone. 






Thistle pendant by Nicole Jacquard. Porcelain, platinum luster, fine 
and sterling silver, nylon cord, www.nicolejacquard.com. Photo by Sara Brown. 
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► Necklace by Berlin artist Anna Kiryakova. 
Gold-brushed white porcelain, www.anna 
kiryakova.de. Photo courtesy of the artist. 



Adriatic Beach Resort ^brooch by Andrea Wagner. Sterling silver, 
white bone china porcelain, glass/resin composite, stainless steel. 
www.andreawagner.nl. Photo by the artist. 






Jk Chunky Flower Bangle, 
by Monika Skrzypkowska of 
MaaP Studio, London. Porce- 
lain. www.maapstudio.com. 

Photo courtesy MaaP Studio. 


< Rose Choker by Blake Williams 
and Amy Brown. Porcelain, ster- 
ling silver. Blake Williams: blake 
jwilliams@blakejwilliams.com; 
Amy Brown: browna95@msu.edu. 

Photo by Tim Thayer. 
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GALLERY 


[Page 45] For Amphora #4, Cyd Rowley 

struck a balance between her love of 
ancient forms and the virtues of mod- 
ern materials. The body is made of 
oxidized Argentium sterling silver, and 
the neck is traditional sterling. The top 
is set with a London blue topaz. Photo by 

Victor Wolansky Photography. 

[A] Norman Man of Warsaw, Poland, 
drew upon memories of traditional 
fairy tales to make his Cat pendant, 


then added a dash of humor. Sterling 
silver, enamel, lapis lazuli, turquoise, 
and mother-of-pearl. 60 x 35 mm 
(2 3 /sx 1 3 /s in.). 

[B] Delighted by the golden-crowned 
kinglets in the forests of Virginia, Ali 
Wienboldt created this pin/pendant 
of antler, sterling silver, found pebbles, 
pearls, and acrylic paint to express that 
delight. The piece opens to show the 
inscription: "May there be peace within 


your walls and security in your palaces. 
Psalm 122:7." 2'A x 2 3 /s in. (57 x 60 mm). 

Photo by Ellen Martin. 

[C] Two adventurous artists came to- 
gether to create this colorful brooch. 
Polymer artist Helen Breil had been 
experimenting with building three- 
dimensional bezels; she invited Annie 
Pennington to embellish one however 
she pleased. Pennington chose a mix- 
ture of materials — textured copper, 
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a fine-silver bezel, and a centerpiece 
of salmon-colored felt. 3 x 7>h in. 
(76x64 in.). 

[D] Angela Garrod's Heavenly Blue 
necklace looks like chain mail, but is 
actually made of polymer clay. Garrod 
wanted to see how far she could push 
extrusion techniques — the result is a 
necklace that is incredibly strong, yet 
flexible and lightweight. 45 x 5.0 cm 
(approximately 17 3 /4X 2 in.). 




To contact the featured artists , see Contacts r page 79. 
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[E] For years, Liz Hall had been 
experimenting with using different 
formulations of fine- and sterling silver 
metal clay in combination with poly- 
mer to create intricate designs. For 
most of her pieces, she used black and 
white elements in a supporting role to 
a riot of iridescent rainbow colors. For 
Black and White Escape, Hall opted for 
a dramatic, monochromatic effect. 43 x 
42 mm (approximately 1 3 Ax 1 5 /s in.). 

Photo by the artist. 


[F] Watching the birds in her garden, 
Ann Marie Cianciolo was struck by 
their elegance. How better to show off 
that style than by giving them jewelry 
and high heels to match? The ring and 
the bird are sterling silver; the details 
are 14- and 18k gold, spinel, garnet 
drusy, and a pearl. VA x 174x1 in. (32 x 
32 X 25.5 mm) Photo by Larry Sanders. 

[G] Jolly Brooch, as fits its name, is an 
attempt by Laritza Garcia to "bring 


levity to the forefront." Garcia starts 
with drawings made with ink and 
calligraphy brushes, which she then 
develops into her finished jewelry 
pieces. The pierced copper and sterling 
silver brooch is enlivened with brill- 
iantly colorful powder coating. Porter 
Price Coll., photo by the artist. 

[H] To portray the great blue heron in 
its natural environment, Washington 
artist Joan Tenenbaum turned to a 



48 


Art Jewelry March 201 6 


mixture of materials to capture the 
colors of a Northwestern lake at sun- 
set. She used sterling and fine silver, 
keum boo, gold wire, and cloisonne 
enamel to realize her pendant, The 
Heron in Wait. 65 mm (2 9 /ie in.) high. 

Photo by Doug Yaple. ES 




Want more inspiration? 
You can see these and over 
450 other pieces that have 
been featured in our Gallery 

at www.artjewelrymag. 
com/gallery. 




To contact the featured artists , see Contacts , page 79. 
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■ PROJECT 

BEGINNER | CHAIN MAIL 


Change up Your 

CHAIN MAIL 

with TWISTED RINGS 


Commercially available jump rings 
give chain mail artists a feast of color choices — 
now, add a shift in texture to your expanded palette! 

by Theresa D. Abelew 


materials 

for a 7V4-in. (18.4 cm) long bracelet 

■ Color-coated ("Enameled") copper 
jump rings: 

16-gauge (1.3 mm), 5 mm 
(0.188 in.) inside diameter (ID), 
rose gold, 65 
16-gauge (1.3 mm), 4 mm 
(0.156 in.) ID, antique cop- 
per, 165 

Twisted, XL, 8 mm ID, rose gold/ 
antique copper, 20 

■ Color-coated ("Enameled") copper 
S-hooks, rose gold, 2 

■ 24-gauge (0.5 mm) copper 
wire (optional) 

■kla toolbox, page 77 

■ Chain mail 

Find out where to buy supplies, page 79 
See Safety Basics, page 76 


Color-coated copper jump rings are a wonderful 

and inexpensive way to add color to chain mail, while twisted 
jump rings are an easy way to add texture. But when you com- 
bine both of those attributes — wow, now you've got something! 
The twisted jump rings are made of two thin strands of color- 
coated wire twisted together into one substantial ring. The only 
drawback was that these rings were too easy to open: I didn't even 
use my pliers! That's great when you need to open a ton of them, 
but not so great when you need strength and stability in a weave. 
To compensate for this, I incorporated the twisted rings into a 
Japanese-style pattern, where the jump rings are all used in pairs. 


BASICS & VIDEOS 


Learn fundamental techniques 
in these bonus tutorials: 

Opening and closing 
a jump ring 

Basics, page 75 
Videos, www.artjewelrymag.com/videos 
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To begin: 

Open 65 16-gauge (1.3 mm), 5 mm 
(0.188-in.) inside-diameter (ID) rose-gold 
jump rings (base rings). 

Open 20 twisted 8 mm ID jump rings. 

Open and set aside two 16-gauge (1.3 mm) 
4 mm (0.156-in.) ID antique-copper jump 
rings (connector rings). 

Close the remaining 163 connector rings. 


Separate the four connector rings added 
in step 2 into two pairs. Use an open base 
ring to pick up four more closed connector 
rings. Thread the base ring through the top 
pair of connector rings. Close the base ring 
and double it. 

NOTE: As you work, make sure the spare 
pair of connector rings from each base- 
ring set all face the same direction. In this 
case, they run along the bottom edge. 


Orient the chain so that a pair of connector rings from each base-ring set runs along the 
bottom of the chain. Thread an open twisted ring through the five pairs of connector 
rings. Close and double the twisted ring. 

NOTE: Because of the nature of the twisted jump rings, the closure won't be perfectly 
smooth. After closing each ring, I found it helpful to rotate and tuck the join out of sight 
beneath the connector rings. 


Thread an open base ring through the pair of connector rings closest to the twisted 
ring. Add four closed connector rings to the open base ring, then close and double 
the base ring. 


© See "Tricks Against Nicks: How to Prevent Scratching Your Wire 
and Jump Rings" at www.artjewelrymag.com/reference 
to learn ways to protect your wire from tool marks. 
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Jse an open base ring to pick up six closed 
:onnector rings, and thread it through the 
op pair of connector rings from step 3. 
Hose the base ring and double it. 

SlOTE: This is a tight fit. You may find it 
easier to pick up only four closed connec- 
or rings. Then, after doubling the base 
ing, open and thread the last two con- 
lector rings along side the previously 
idded connector rings. 



Separate the six connector rings added 
in step 4 into three pairs. Repeat step 4 
to add a set of two base and six connec- 
tor rings through the center-most pair 
of connector rings. 




Thread an open base ring through four 
closed connector rings. Close the base 
ring. Thread a second base ring through 
the same path as the first and close it — 
this is called doubling. Arrange the rings 
so that two connector rings are on either 
side of the base rings, as shown. 



Use an open base ring to pick up four 
closed connector rings. Thread the base 
ring through one pair of connector rings 
from the previous step. Close the base 
ring and double it. 








Separate the four connector rings added in step 7 into two 
pairs. Use an open base ring to pick up six closed connector 
rings. Thread the base ring through the bottom pair of connec- 
tor rings added in step 7. Close and double the base ring. 


Repeat the step 8 to link another set of two base and six connector 
rings through the center pair of connector rings from step 8. 


NOTE: The spare pairs of connector rings should all face the 
same direction. Here they run along the top edge of the chain. 



Thread an open twisted ring through the 
five pairs of connector rings along the top 
edge of the chain. Close and double the 
twisted ring. 



Working off of the spare pair of connector rings closest to the twisted ring, repeat steps 
3-6 to connect three sets of rings. 


color- coated 

jump rings 

Although the color-coated copper jump rings 
are generally sold under the term "enameled 
copper jump rings," the coating isn't enamel 
in the classic sense. A vitreous enamel coating 
would envelop the copper ring in a layer of 
colored glass. And although it would be beau- 
tiful, it would make opening and closing the 
rings impossible to do without chipping and 
breaking off the enamel. 


color options 



Wire is coated in plastic, then wound into coils 
and cut into jump rings. This is why you see the 
copper core at the cut. When the rings are prop- 
erly closed, the copper should not be visible. 

The plastic coating, while durable, it is not inde- 
structable, and it can be accidentally scratched 
or damaged with rough handling or sharp tools. 






Thread an open twisted ring through the five pairs of connector rings along 
the bottom edge of the chain. Close and double the twisted ring. 


Repeat steps 8-12 until you have used all the rings 
or your chain is the desired length. For the last base- 
ring segment, add only one pair of connector rings, 
before adding the twisted ring. 




Attach the jump rings that came with the S-hook clasps to two pairs of base rings 
at the end of the chain. 


At the opposite end of the chain, use two 
connector rings to attach an S-hook (See 
"Reinforce Your Clasp," below left) to two 
pairs of base rings. SE 


reinforce your clasp 

When using colored jump rings for a piece of jewelry, it 
can be difficult to find a clasp to match the style or color 
of your rings. I purchased enameled copper S-hooks in 
the same rose-gold color as my rings. Unfortunately, 
between my normally barbaric handling of jewelry and 
the weight of the finished piece, I didn't think one little 
S-hook would be strong enough to stand up to daily 
wear. Since there is strength in numbers, I found some 
24-gauge (0.5 mm) copper craft wire and lashed the 
two S-hooks together. 




to my stash, 

I was forced to work with what I 
had. There was plenty of colorful 
language at first, but it forced 
me to experiment, and that's 
how I created my first original 
chain mail design, the Anansi 
Knot (right)" 

Contact: www.tdabelew.com 


What studio mistake have you 
learned the most from? 

"I like to make chain mail in the car, especially 
during long road trips. But about 50 miles into 
one 1,600-mile trip, I discovered I'd brought 
the wrong size jump rings. 

Without easy access 

M X 
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Process photos by Theresa D. Abelew. 


Message 
Tube Locket 

by Marthe Roberts/Shea 

E very once in a while, I get a really good 
fortune from a fortune cookie — a sort 
of "words-to-live-by" inspiration. I stuff it 
in my wallet, and over time, it gets so mangled 
and dirty that I can no longer read it. I came 
up with this tube design to not only protect 
the tiny messages but to be able to wear them 
when I need a little extra motivation. 

Depending on the size locket you make, 
there's no limit to what you can hide in it. 

Love notes, rolled photos (printouts work 
best), pills, toothpicks ... you decide! 


1 BASICS & VIDEOS 

Learn fundamental techniques in these 
bonus tutorials: 

P| 



Basic sawing of metal 

• 

• 


Roll-printing metal 


• 

TO- 

Using shears to cut metal 


• 

m 

How to file 


• 


Soldering 

• 



Pickle basics 

• 

• 


Using a disk cutter 


• 


Using a dapping block 

• 

• 


Sweat soldering 

• 

• 


Straightening wire 


• 


Making jump rings 

• 

• 

m 



G Basics, page 75 

Videos, www.artjewelrymag.com/videos 

Subscriber videos, 
www.artjewelrymag.com/subvideos 


Patinated locket, above center. Citrine bullet cabochons cut by John Chickadel, Pike Creek Cabochons. 



materials 

■ Sterling silver sheet: 24-gauge (0.5 mm), 
3 V 2 x 3 V 2 in. (89 x 89 mm) 

■ Sterling silver tubing: 3 mm outside 
diameter (OD), heavy-walled, IV 2 in. 

(38 mm) 

■ Sterling silver wire: 

14-gauge (1.6 mm), 6 in. (15.2 cm) 
18-gauge (1.0 mm), about 1 in. 

(25.5 mm) 

■ Sterling silver chain: 30-32 in. 
(76.2x81.3 cm) 

toolboxes, page 77 

■ Sawing/Piercing 

■ Soldering/Annealing 

■ Finishing 

additional tools & supplies 

■ Rolling mill or texturing tools (optional) 

■ Shear: scissor-type or guillotine 

■ Wooden forming or swage block 

■ Wooden dapping block with punches 

■ Ball-peen hammer 

■ Disk cutter 

■ Steel dapping block with punches 

■ Round bezel mandrel 

■ Bench vise 

■ Draw tongs 

■ Half-round pliers 

Find out where to buy supplies, page 79 
See Safety Basics, page 76 
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TOP & BOTTOM 


C< 


V& in. — j 
(9.5 mm) i 



I Use a jeweler's saw with a #2 blade to cut a IVs-in. 

(35 mm) square of 24-gauge (0.5 mm) sterling silver. 

NOTE: If you want to roll-print your metal, do that before 
cutting the sheet to size. The metal may become skewed 
when you roll-print it; starting with a larger sheet than ne- 
cessary (included in the materials list) will give you wiggle 
room to lay out the cut lines. 

Use a fine-tip permanent marker to draw a horizontal 
line 1 in. (25.5 mm) up from the bottom of the sheet. 

Use scissor-type metal shears or a guillotine shear to 
cut the metal at the line. This will yield two pieces: one 1 x 
1 3 /8 in. (25.5 x 35 mm) and one 3 /s x 1 3 /s in. (9.5 x 35 mm). Use 
a #2-cut half-round file to file the edges of each piece so 
they're flat and square — you'll thank me later! 


2 Place the 1-in. (25.5 mm) 
piece pattern-side down 
lengthwise across a groove 
in a wooden forming or 
swage block. 

NOTE: When formed, my 
tube will be about 10 mm 
in diameter, so I used a 
comparable groove size. 

Lay a wooden dapping- 
punch shank across the width 
of the metal in line with the chosen groove. Use the flat 
face of a ball-peen hammer to lightly strike one end of the 
punch that extends from the metal. To keep the curve even, 
repeat on the other end of the punch. 

Place the metal in the next-smaller groove in the block 
and use different punches to refine the form. Continue to 
form the sheet using smaller-diameter punches until the 
sides of the sheet meet tightly. 

NOTE: If the tube is out of round, use the shanks of the 
punches to help round it out. 

Repeat for the 3 /s-in. (9.5 mm) piece. 




25 /64 in. 25 /64 in. 

(10 mm) (10 mm) 


The long tube will become the bottom of the locket, 
and the short tube will be the top. Both should have 
the same diameter. 



4 Lay the long tube join-side down on a soldering pad. 

Use T-pins to anchor it in place. Apply flux to the inside 
of the join. Place a pallion of medium solder on the join 
inside one end of tube. 

TIP: Flowing the solder along the inside of a join 
in a hollow form ensures that solder doesn't 
flood the texture on the outside of the assembly. 

Heat the assembly in a circular motion, then concen- 
trate the flame near the join until the solder flows. Solder 
flows toward heat, so heat the tube from the end without 
the solder to draw it down the length of the join. Pickle, 
rinse, and dry the long tube. If needed, use the dapping- 
punch shanks as before to round out the tube. 

Repeat to solder the short tube. 
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5 Use a disk cutter (with a 
lubricated punch) to cut 
two 5 /8-in. (16 mm), 24-gauge 
(0.5 mm) sterling silver disks. 

Place one disk in the 
12 mm depression in a steel 
dapping block. Use an ap- 
proximately 11 mm dapping 
punch (to allow for the met- 
al's thickness) to form a 
hemisphere. 

NOTE: Use a steel dapping 
block; the depressions are 
deeper than depressions in a wooden dapping block. But, 
be careful. Make sure to tap lightly so you don't affect the 
texture of the silver. 

Use a 10 mm punch in the same depression to slightly 
tighten the diameter of the dome. Fit the dome into the 
10 mm depression, and use a 9 mm punch to form a 10 mm 
dome. Repeat for the second disk. Check the fit against 
one end of the long or short tube, and adjust the size of 
the domes as necessary. 




5 Place one dome rim-side down on 220-grit sandpaper. 

Move the dome in a circular motion until the rim is flush 
with the sandpaper. Repeat for the second dome. 


7 Place the domes 
open-side up on the 
soldering pad. Apply 
flux, and sweat three 
pieces of medium 
solder just inside the 
rim of each dome. 
Pickle, rinse, and dry 
the domes. 


Medium solder 


A\ 





8 Place one dome open-side down on top of the long 
tube. Apply flux to the join between the tube and the 
dome. Gently heat the assembly, keeping the flame far away 
from the metal. 

NOTE: If you bring the flame too close, the rapidly bubbling 
flux may dislodge the dome from the tube. 

Once the flux becomes glassy, move the torch in closer. 
Heat the assembly in a circular motion until the solder flows. 

Repeat for the short tube and second dome. Pickle, rinse, 
and dry the assemblies. 


SMALL TUBES 

9 Cut four V4-in. (6.5 mm)-long pieces of 3 mm outside- 
diameter (OD) heavy-walled sterling silver tubing (small 
tubes). File and sand the ends flush. 

Stand the short tube assembly on the soldering pad 
with the join at the 6 o'clock position. Place two small tubes 
against the tube assembly at the 3 and 9 o'clock positions. 

Apply flux, and place a pallion of easy solder at the base 
where each small tube touches the short tube. Heat the 
assembly until the solder flows. Pickle, rinse, and dry the 
locket top. 



Easy solder 
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1 ^R e P eat to solder two 
I vy small tubes to the long 
tube assembly. Pickle, rinse, 
and dry the locket bottom. 



*1 Rotate the assembly so the side with the two small 
I ^tubes rests on the soldering pad. Secure the piece 
with T-pins, and paint yellow ochre on the soldered joins. 
Solder the final small tube in place. Pickle, rinse, and dry 
the locket bottom. 



*1 *1 Use a round or half-round needle file to file a shallow 
I I lengthwise groove in the two remaining small tubes so 
that they will be less likely to roll off the larger tube. Sweat 
easy solder onto the tubes. 

Use the marker or a pencil to draw a vertical line down 
one side of the locket bottom from one soldered small tube 
to where you will attach the next small tube. (Try not to draw 
where the solder will flow; ink and graphite can act as a resist 
when soldering.) 

Paint yellow ochre on all joins to prevent the solder from 
reflowing. Use T-pins to position the locket bottom on the 
soldering pad. The two previously soldered small tubes 
should extend beyond the edge of the pad (to allow the 
assembly to lie flat) and align vertically to prevent the next 
small tube from rolling off. 

Place one small tube on the lower end of the locket 
bottom on the marked line. Apply flux to the join. Heat the 
area around the assembly; direct flame will make the small 
tube jump off. Once the flux becomes glassy, heat the piece 
in a circular motion until the solder flows. Pickle, rinse, and 
dry the assembly. 

NOTE: If the small tube is out of alignment, reheat the 
assembly and reposition the small tube with a soldering 
pick. Don't press, just lightly push it with the pick. 


COLLAR 


B Cut a 14 x IVs-in. (6.5 
x 29 mm) strip of 
24-gauge (0.5 mm) 
sterling silver sheet, and 
use a bezel mandrel to 
form it into a ring. Make 
sure the ring fits snugly 
inside the top of the locket. If it doesn't, trim it and test the 
fit again. Solder the ring closed with medium solder, then 
pickle, rinse, and dry it. File off any excess solder that may 
prevent the collar from fitting into the top. 


Insert the collar into the locket top. Most of the collar 
should show. Coat prior solder joins with yellow ochre. 
Apply flux to the join, and place a small amount of easy solder 
on the inside wall of the top, leaning against the inside edge 
of the collar. Heat the assembly until the flux turns glassy and 
the solder flows, periodically concentrating on the collar. 
Pickle, rinse, and dry the locket top. 
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ASSEMBLY 




15 


Fit the top and bottom 
of the locket together. 
If the fit is snug — great! If 
it's too tight, sand the collar 
until it fits. If it's too loose, 
use a straight burnisher at 
about a 20° angle to burnish 
the collar outward a little at 
a time. Burnish, test the fit, 
and repeat as necessary. 


^ "^Thread the wire 
I / through the small 
tubes on the sides of the 
locket. There should be at 
least 2 in. (51 mm) of wire 
above the locket to allow 
room for placing things in 
the locket when it's open. 

Slide the top up and 
down the wire, and make 
sure the collar fits tightly 
into the bottom. It's all right 
if the sliding motion is a 
little rough; it will become 
more fluid after polishing. 




Straighten 6 in. (15.2 cm) of annealed 14-gauge 
(1.6 mm) sterling silver wire. 



TIP: Long wires are hard to straighten. After 
annealing the wire, clamp one end in a bench 
vise and hold the other end in draw tongs. Pull 
the wire until you feel it stretch a little. Don't 
pull too much — it could snap. If done correct- 
ly, the wire will remain straight in the vise even 
after you remove the tongs. 

The wire will be a little longer now. Trim it to 6 in. 
(15.2 cm), and file the ends flat. Mark the center point 
of the wire. Use half-round pliers to start bending the 
wire at the center point. Form the wire until it follows 
the curve of the dome on the bottom of the locket 
and the legs of the wire are parallel. 



1 O Use 18-gauge (1.0 mm) sterling silver wire to make two Vfe-in. 

I O (3 mm) OD jump rings. Use easy solder to attach one to each end 
of the wire. (It doesn't matter if the jump rings are parallel or perpendic- 
ular to the locket, as long as they both face the same direction.) 


NOTE: The jump rings will be used to attach chain to the locket, and 
act as a stop to keep the locket top from sliding off. 


Use easy solder to attach a sterling silver chain to the jump rings. 
I like a long chain for this locket (30-32 in. [76.2-81.3 cm]). It's easier 
to open, close, and see what's inside the locket when it hangs lower 
Marthe Roberts/Shea's work has been shown in galleries on the body. 

nationally and has appeared in Art Jewelry's Gallery. Polish or patinate the locket as desired. (I used a 1-in. [25.5 mm] 

She teaches jewelry making at the Cheltenham Center muslin buffing wheel and rouge with a flex shaft.) EX 

for the Arts (Cheltenham, Pa.) and the Main Line Art 

Center (Haverford, Pa.). She is also the president of the 

Pennsylvania Society of Goldsmiths. You can reach her 

via her website, www.jewelrybymars.com. 
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Illustrations by Marthe Roberts/Shea. 


When CRAFT and BIKES 

COLLIDE Jj 

Discover what happens when two makers join forces 
to build Milwaukee's first jeweler's bench on wheels. 

by Annie Pennington 


WHAT IF YOU COULD TAKE YOUR 
JEWELER'S BENCH outside, set it up wher- 
ever you wanted, and involve the public in your 
process? Michael Dale Bernard and Rachel Andrea 
Davis turned that idea into a reality. What began 
as an offhand comment evolved into a university- 
funded research project to bring the art of 
metalsmithing to public spaces in Milwaukee. 

And so it begins 

"I want to do something like that." While making 400 
brooches for the 2013 SNAG (Society of North American 
Goldsmiths) Conference, Michael Dale Bernard and 
Rachel Andrea Davis watched two craft-advocacy videos 
by Gabriel Craig (see "Video Advocacy," page 64). In the 
performances, Craig advocates for handmade craft, either 
by engaging the public with a jeweler's bench in the city 
or by taking on the role of a sidewalk evangelist to preach 
the gospel of craft. An idea was born: Could they build 
something that takes the jeweler's bench to the public, 
rather than asking the public to come to them? 

The proposal 

Bernard, Adjunct Assistant Professor at University of 
Wisconsin Milwaukee (UWM), originally hails from Los 
Angeles, where there's a huge food-truck and bike scene, 
so he already knew of the connectivity that bikes can 
create in a community. But it was a trip to Mexico that 
opened his eyes to what was possible. While in Mexico 
City, he saw thousands of mobile businesses. Instead 
of traditional brick-and-mortar stores, bikes were the 
storefronts. He wanted to expand upon that idea by 
bringing a jeweler's bench to the public [a]. 

Bernard presented Davis, one of his undergraduate 
students, with a brass bicycle bell [b] and asked if she'd 
help him build a bicycle with a jeweler's bench on the 
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Spotlight 

C j° n 

Education 




“We believe in 
art and the way 
it can activate 
people in a com- 
munity. ArtCycle 
infuses this spirit 
into the already 
strong Milwaukee 
bicycle culture.” 
— Rachel Andrea 
Davis and Michael 
Dale Bernard 


front. After getting the initial giggles out of the way — 
she first envisioned someone trying to ride a bike and 
saw at the same time — Davis said yes, and applied for 
a research grant. 

Through the highly competitive SURF (Support for 
Undergraduate Research Fellows) program at UWM, Davis 
was awarded a grant to allow her to work with Bernard 
on the ArtCycle for one semester (she reapplied for the 
following two semesters, and was awarded the grant 
each time). At the end of the grant period, Davis would 
have to present the ArtCycle at a university-wide SURF 
symposium. The symposium was historically dominated 
by STEM (Science, Technology, Engineering, Math) pro- 
jects, and the prospect of being a lone arts-related voice 
was daunting. But there was time to think of that later. 
Right now, it was time to get to work. Armed with two 
mountain-bike frames, fully stocked metals and wood- 
working studios, and the desire and tenacity to make this 
happen, they set off to design and fabricate what would 
become Milwaukee's only mobile jeweler's bench. 

The build 

What's the recipe for an ArtCycle? Two bike frames (a 
gaudy black-and-purple Schwinn and a hunter-green 
Mongoose), technical drawings and templates, a custom 
steering tube, lots of steel and wood, some killer bear- 
ings, more than enough welding practice, and loads of 
grinding and finishing. Oh, and 18 months to work on it. 

The first step was to splice the two bicycle frames into 
one. They used strong magnets to determine the layout 
of the bike frame, and then welded it together (magnets 
would prove to be key in laying out and fabricating the 
trike). Next, they designed the bench frame and seat [c]. 
Of course, when you're designing anything from scratch, 
miscalculations are bound to happen. After welding the 
bench frame, they discovered it was too large to fit 
through the studio door, so they chopped it apart and 
re-welded it. Fley, it's a teachable moment, right? 

One of the most challenging parts, says Davis, was 
learning the bicycle mechanics. While she knew basic 
bicycle maintenance, Bernard was mostly in charge of 
adapting traditional bike mechanisms to a from-scratch, 
not-available-at-stores reverse tricycle. He taught her 
about the inner workings of a bicycle as they worked. 

The design and frame fabrication continued [d, e], 
and (after some ballet-like arm motions to determine 
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Learn more about the ArtCycle 

at www.artcyclemke.com. 


the shape of the cutout in the bench top for the bench 
pin [f]), they determined what the top of the bench 
would look like. They chose to make a drop-leaf top so 
that it could fit through doorways but also be opened 
to provide additional working space. 

After months of working on the ArtCycle and only 
having a collection of pieces and parts to show for it, it 
was hard to believe the trike was going to come together. 
The final steps were to paint the frame, attach the wheels 
[g], fabricate the handlebar (partially made from brass 
sink pipes donated by Davis' father), add the bench top, 
the floor boards, the kickstands, and the brackets for the 
canvas tool roll that would secure the needed metal- 
smithing tools while the bike was in motion. 

Once the final day of assembly came, the pressure 
was on. Davis was tasked with making the seat. She used 
particleboard, upholstery foam and tacks, black vinyl, 
and some help from Kevin Giese (Associate Lecturer and 
Woodshop Lab Technician at UWM) to make a wood- 
en rim for the seat. Once the seat was mounted, it was 
time to add the finishing touches and take it for a test 
ride. The ArtCycle was finished! 

The presentation 

After strategically maneuvering the ArtCycle into the 
elevator [h] and riding it through the UWM Union, Rachel 
presented the ArtCycle to the SURF committee on an 
afternoon in April 2015. Though her hands were ice-cold 
and shaking, she made it through the presentation. At 
the end, she even rode the ArtCycle around the room 
while answering questions about how the brakes worked 
and how it turned. That's when she saw it really click with 
people. "It's one thing to see the creation and listen to 
someone talk about it, but there's a different level of 
understanding that comes from seeing it in action." 

Davis and Bernard didn't expect anything, but attend- 
ed the awards ceremony anyway. And it's a good thing 
they did! As the only arts-related project to win an award 
[i], they were ecstatic, and Davis took the ArtCycle for a 
celebratory spin [j]. After putting a year and a half into 
creating the ArtCycle, it was refreshing to have other 
people see it and believe in it, too. 

Out and about 

Davis and Bernard have taken the ArtCycle to the streets 
of Milwaukee many times since then (though, now that 
Davis has moved 500 miles away for grad school, Bernard 
is the ArtCycle wrangler). Bernard rode the ArtCycle to 
many venues throughout the summer and fall of 2015, 
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“From the beginning, ArtCycle has been 
about interaction with the community in 
order to educate people about making. A 
funky-looking tricycle gets a lot of stares, 
and in Milwaukee, people have no problem 
coming up to someone and asking ques- 
tions about a bike.” 

— Rachel Andrea Davis 


including farmer's markets, craft events, and Maker Faire 
Milwaukee. At over 250 lbs., and looking like something 
most people have never seen, the ArtCycle always draws 
a crowd. 

The main goal is to interact with the community and 
educate people about what metalsmithing is, and what 
handmade jewelry is. Most people have never seen a 
jeweler's bench, much less had the chance to see how 
a piece of jewelry is made. 

Bernard distributes fliers for UWM workshops, in- 
formation about the ArtCycle, and — here's what really 
gets people involved — he makes spectators a mono- 
grammed pendant [k] while he talks to them about what 
this project is and why he's doing it. Using textured brass 
and copper, Bernard pierces and rivets a simple pendant, 
giving the public a peek into the jewelry-making process. 
For anyone whose idea of jewelry is what's available at 
the mall, seeing someone make a piece of jewelry from 
scratch gives an appreciation for what goes into making 
a piece of jewelry by hand. 

Bernard sometimes even lets folks work on a pendant 
themselves [I]. In this way, he's not just telling people 
about metalsmithing and jewelry making; he lets them 
get their hands dirty and see what it's like to be a maker. 
One boy stands out in Bernard's recollections: 

"One weekend this past summer, I had the ArtCycle 
out at the Riverwest farmer's market. A young man 
named Dennis approached as I was working on a pen- 
dant. Fie was 12 years old, very shy, but also very interest- 
ed. Fie observed me working for at least 10 minutes, and 
then I asked if he wanted to help me make a pendant for 
him next. Fie said yes, we introduced ourselves, and we 
started working on an ornate letter-D pendant. Fie helped 
by drawing out the letter to be pierced, filing, sanding, 
and setting the rivets. As we worked, he told me he was 
at the market helping his grandmother, Dee, who sells 
jars of homemade relish, pickles, and various salsas. When 
we finished his pendant, he said thanks and ran off to 
show his creation to Dee. 

"Fie soon returned, and quietly said that he would 
like to make another pendant to surprise his grand- 
mother. This time around, he did most of the labor. We 
traded spots, he sat at the ArtCycle bench, and I taught 
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“By bringing art out into the streets, we are 
able to reach an entirely different demographic 
than in the art galleries. We think of it as a 
grassroots attempt to reveal the joy of working 
with your hands.” 


video advocacy 

Two craft-advocacy performances by artist/activist 

Gabriel Craig spurred Bernard and Davis to create 

the ArtCycle. 

• PRO-BONO JEWELER: In this series, Craig took 
his bench outside every week for a month to 
share handmade jewelry with the uninitiated. 

He gave away silver rings, but people had to 
participate to receive one. He's taken this combi- 
nation of jewelry and performance to the streets 
in three states. It's a reminder of how exciting it 
is to discover the making process. 

• THE GOSPEL ACCORDING TO CRAFT: This 
performance piece took place in Richmond, 

Va. Craig used the form of sidewalk religious 
preaching to share craft with a wider audience. 
Intending to attract and repel, and to capture 
onlookers' instantaneous response, he forces 
people to reconsider their expectations when 
faced with a man speaking from a pedestal. 

To watch Craig's performances, visit 

www.gabrielcraigmetalsmith.com. 


him how to use the jeweler's saw and the manual crank drill 
to start piercing. He was so proud of his creation. I was soon 
after awarded a fabulous jar of homemade corn salsa by a very 
proud grandmother!" 

This type of interaction is what the ArtCycle is all about. Davis 
and Bernard explain, on the ArtCycle website; "By bringing art 
out into the streets, we are able to reach an entirely different 
demographic than in the art galleries. We think of it as a grass- 
roots attempt to reveal the joy of working with your hands." 

The takeaway 

When asked what she gained personally from the project, Davis 
was quick to reply. In addition to becoming competent at MIG 
welding (and learning how to change the tubes on her own bike), 
she got an inside look at what it is like to be an educator and an 
artist. Bernard is a full-time professor, the UWM studio technician, 
has his own studio practice, and still made time to work with Davis 
on ArtCycle. She learned the importance of maintaining a life- 
work balance, however delicate it may be, and saw how being 
able to prioritize tasks is everything. 

As the closing statement from Davis' SURF presentation, she 
relayed the most important lesson she learned: "If you put your 
mind to it, you can build anything — even a bicycle with a 
jeweler's bench on the front." EX 

Rachel Andrea Davis: www.rachelandreadavis.com, 
radmetalsmith@gmail.com 

Michael Dale Bernard: www.michaeldalebernard.com 



ASK THE ARTIST: ANNIE PENNINGTON 


1 What studio mistake 
^ ■T'MIl* have you learned the 
C most from? 

P MM "The biggest learning experi- 

ence I've had didn't happen to 
me. A friend of mine forgot to 
■ tie her hair back one time, and 
leaned in too close to the flex 
shaft while she was using it. She 
lost a large chunk of hair, and she's lucky her scalp 
stayed intact! I used to keep a hair tie on my bench, 
but now, I keep a hair clip on the flex shaft itself. It's 
loose on the shaft, so it knocks against the hand- 
piece. I see, hear, and feel it every time I grab the 
handpiece, and I've yet to forget to keep my hair 
pulled back." 

Contact: www.anniepennington.com 
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■ REFERENCE 

ALL LEVELS | METAL 


Depletion 

Depletion 


Gilding vs. 
Silvering 



Gain a deeper understanding of the technique of 
leaching copper from the surface of silver alloys. 



Keum boo beads by 
Patricia Tschetter; 
reticulated cuff by 
Karen J. Lauseng. 


by Annie Pennington 


Depletion gilding. Raising the fine silver. Depletion silvering. All 
are used to describe the same process, but one is more accurate 
than the others. And here's why. 

To "gild" is to cover something with a thin layer of gold. "De- 
pletion gilding" is the removal of other metals from the surface of 
a gold object, leaving a richer-gold layer on the surface. Since the 
term "gilding" specifically refers to gold, the process of removing 
copper from the surface of a silver alloy would more accurately 
described as "silvering." Now, I realize the usage of "depletion 
gilding" when referring to silver will continue (even though I wish 
it wouldn't); I just want to make you aware of the distinction. 

The same goes for the phrase, "raising the fine silver." It may 
seem that you've brought the fine silver in the alloy to the surface, 
but you haven't. You're not so much elevating the fine silver as 
you are getting rid of the copper, leaving the fine silver behind. 

The what and why 

Depletion silvering is accomplished by repeatedly heating silver 
alloys to oxidize the copper at the surface, and then removing the 
oxides (cupric oxide, a.k.a. firescale) with acid (pickle). For some 
decorative techniques, you need a fine-silver surface that won't 
oxidize. But, because of the softness of fine silver, sterling silver 
is often a better choice because it's stronger. To get the best of 
both worlds, you can depletion-silver the sterling silver. 

When not to do it 

While you might be tempted to use this process to hide firestain 
(cuprous oxide), don't do it! Depletion silvering leaches out 
copper oxides from only the outermost atomic layers, leaving a 

when to use 

Here are a few techniques in which depletion silvering 

is necessary, if you're working with sterling silver: 

• Keum boo 

• Reticulation 

• Granulation 

• Enameling 

• Applying gold metal-clay slip or paste 





Left to right: Unaltered sterling silver; sterling silver that's been heated 
and oxidized (the gray firescale will be removed with pickle); properly 
depletion-silvered sterling silver — it remains matte-white when 
heated, and no oxides develop. 

fragile, porous finish. If you were to sand or even polish the 
depleted surface, you'd work through the fine silver and expose 
the firestain. Even if you don't polish it, the fine-silver surface is 
now softer than the rest of the alloy, and so is more susceptible to 
damage and being rubbed away over time. The best solution is to 
prevent firestain in the first place by using a barrier flux, such as 
Prip's or other fire coat. 

Howto 

Place a sterling silver (or other silver alloy) object on a soldering 
surface. Use a soft, bushy flame to heat the silver evenly to close 
to the annealing temperature (dim the lights so you don't over- 
heat the silver). Pay attention to the dark gray copper oxides that 
form on the surface [1]. 


NOTE: You can heat the silver only until the surface oxidizes, but 
you may need to repeat the process more times. Don't overheat 
the silver, or it may become brittle and less ductile. 


Allow the silver to cool slightly, quench it in water, and place 
it in pickle to remove the oxidization. Rinse the silver in water, 
brush it with a soapy brass brush (if desired), and dry it. Repeat 
this process many times until the silver no longer oxidizes when 
it's heated (usually 5-15 times). The more times you repeat the 
process, the thicker the fine silver will be at the surface. Photo [2] 
shows the silver being heated for the third or fourth time. Oxides 
still form, but they're not as prevalent as after the first heating. 
The final photo shows what you're looking for in a properly 
depleted surface: pure matte white with no oxidation [3]. 31 
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What do you get when you take all kinds of craftspeople, engineers, and tinkerers 
and put them together in a room with a bunch of tools, hardware, and raw materials? 
Probably some innovations that would make Dr. Seuss proud. And that's just what 
a makerspace — whether it's a portable supply cart, a nook in a library, or a 5,000- 
square-foot former industrial facility — is for. More than a space, it's an idea. 


What's a makerspace? 

Think of a makerspace as a 
wonderland for people looking 
for "a spark of inspiration, a 
fresh angle," says Goli Moham- 
madi, the first editor of Make 
magazine. Make Media, the 
umbrella for the magazine and 
the Maker Faire conventions, 
has been a force in the growing 
tech-influenced maker move- 
ment, which celebrates hands- 
on creativity, innovation, and 
collaboration. Makerspaces are 
a vital part of that movement. 
Going to a makerspace, Moh- 
ammadi says, is like "going to 
a gym, but for making. You 
might be pushed to stay on 
that treadmill a little longer 
because you're around people 
who are doing the same thing." 

That "same thing" is, of 


course, making. But that's 
where the sameness ends. It's 
impossible to estimate how 
many makerspaces there are 
in the United States, because 
there's no strict definition of 
what a makerspace is. Some 
are nonprofits run by their 
members; some are for-profit 
ventures. Often, community 
organizations, libraries, and 
museums, champion these 
spaces. Some are geared 
toward youth; some are com- 
munity-wide affairs. Some are 
called "labs," "hackerspaces," 
or "shops." Some have perma- 
nent homes, while others are 
mobile, and set up wherever 
they are welcomed. 

The tools and equipment 
you'll find at a makerspace also 
vary, as does the collection of 


talents in any given location. 
Woodworkers and jewelry 
makers might have a station 
down the hall from a robotics 
engineer or an animator. 

One of Mohammadi's favorite 
collaborations was between 
a botanist and a roboticist. 
They made a mini garden 
that walked around trying to 
get people to water it. "Maker- 
spaces allow people who are 
into one medium to be ex- 
posed to many others, some 
of which they may have never 
known about," she says. 

Jewelry maker Jon Hughett 
is a member of Milwaukee 
Makerspace, which has around 
170 members. He says being 
there has expanded his world. 
To help stock the jewelry sta- 
tion, he spent $25 to buy a 


watchmaker's bench without 
drawers. "I figured that was 
my tuition for learning how 
to make drawers." He also built 
a four-station jeweler's bench. 

In return for being shown how 
to use the blacksmith's forge 
to make pendants, he helped 
the resident blacksmith make 
a wax pattern for an engage- 
ment ring. He also guided 
another member through 
making a Halloween-costume 
badge, and is working with a 
machinist on a homemade 
hydraulic press. 

For Hughett, the space is 
a "cooperative-building social 
club" that he can access 24/7; 
he frequently heads there 
when he can't sleep. "You make 
a lot of friends, you learn a lot 
of tricks and techniques," he 
says. "Who knows? Maybe one 
day I'll make a catch differently 
because some guy in the ma- 
chine shop made a little widget 
and I paid attention." 

Kaila Lewis joined the Hous- 
ton Makerspace to get access 
to the equipment. She'd spent 
several years taking jewelry 
classes, but without a home 
studio, it was hard to practice. 

"I used to have to take a class 
or sign up at a university," she 
says, "which would involve a 
large fee and a limited amount 
of time." As a makerspace 
member and volunteer, she 
has complete access to the 
studio. "I've been able to make 
and learn so much in just a few 
months here." 

The "space" part of a maker- 
space is a huge benefit, says 
Mohammadi. People in cities 
often have small living spaces, 
which means that they can't 
work on large-scale projects — 
sculpture, for example — at 
home. Makerspaces may have 
open work areas as well as 
storage areas and mini studios. 
Some space is usually included 


Attendees check out a variety of 3D printers at a 3D-printing user group MeetUp, hosted by the Columbus 
Idea Foundry, a makerspace in Columbus, Ohio. The monthly MeetUp is free and open to the public. 
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maker-in-residence 

programs 

"One of the questions that people who are setting up makerspaces always ask is, 'How do I get 
people to share their skill set?'" says Goli Mohammadi, the former editor of Make magazine. She 
encourages them to put a call out to the community. And that's where you can step in. Many 
spaces have established maker-in-residence programs, where you can use studio space, help 
members with their projects, and innovate ways to collaborate. To learn more, check out Maker 
Ed's Youth Makerspace Playbook (makered.org/youth-makerspace-playbook): Fill out the 
online form to let makerspace organizers know what you have to offer. The entire Maker Ed's 
site is full of resources and suggestions for ways to get involved; profiles of existing makerspac- 
es are housed along with advice on how to set up a makerspace if your community doesn't 
already offer one. 



The NextFab makerspace in Philadelphia has two locations; their North 4th Street location is home 
to an impressive jewelry space, and hosts weekly open studio nights. Photo by Judah Konigsberg. 


in the membership fee; private 
space may cost more. For a 
small monthly fee, Hughett has 
a lockable "vault" at the Mil- 
waukee space. For him, the 
makerspace is a complement 
to his home studio. Having 
access to the equipment is 
great, he says, but at times, 
people coming to chat or the 
noise from machines can be 
a distraction from his work. 

The free stuff 

Parts, equipment, scraps, 
and tools find their way into 
makerspaces. The Houston 
Makerspace's jewelry studio 
was fully stocked when Lewis 


arrived. Hughett stocked 90 
percent of the Milwaukee 
jewelry station with his own 
stuff, but others have donated 
equipment, and Hughett can 
request equipment from the 
nonprofit's board. The board 
decides what communal 
equipment to purchase with 
money from member dues. 

The Milwaukee Makerspace 
also has "hack racks" — shelves 
of free stuff — at every station. 
"So, if you need a motor, you 
come here and just take a 
motor," Hughett says. "It almost 
feels like you're stealing, but 
you're not. They want you to 
play. You're here to have fun." 


What about the tools? 

Exposure to new tools is a huge 
benefit of a makerspace, says 
Mohammadi. A CNC mill or a 
laser cutter "might seem weird 
and kinda techie," she says. 

"You might not have thought 
about what would happen if 
you included that tool in your 
work." She knows jewelers 
who have used a CNC mill to 
increase efficiency and expand 
their range of materials. In gen- 
eral, she says, a makerspace 
gives you the chance to play 
with tools that are too pricey 
for your home studio. Many 
makers had their first crack at 
a 3D printer at a makerspace. 


a makerspace 

near you 

There are makerspaces around 
the United States and beyond — 
too many to list in one article! 

Use your web savvy and phone 
skills to find one in your neigh- 
borhood. A good place to start 
is spaces.makerspace.com/ 
makerspace-directory. Here 
are just a few active, thriving 
makerspaces in the U.S.: 

Sebastapol, Calif. 

Chimera Artspace 
www.chimeraarts.org 
6791 Sebastopol Ave. 

Baltimore, Md. 

Baltimore Node 
www.baltimorenode.org 
2106 North Lovegrove St. 

OpenHack: Thursdays, 7 pm 

Columbus, Oh. 

Columbus Idea Foundry 
www.columbusideafoundry.com 
421 W. State St. 

Philadelphia, Pa. 

NextFab 

www.nextfab.com 

2025 Washington Avenue and 

1227 North 4th St., 

Open Studio (at North Fourth 
location): Wednesdays, 6-8 pm 

Austin, Texas 

ATX Hackerspace 

www.atxhs.org 

9701 Dessau Road 

Open House: Tuesdays, 8-11 pm 

Houston, Texas 

Houston Makerspace 
www.houstonmakerspace.com 
3605 Texas St. 

Maker Market & Open House: 
every 3rd Saturday of the month, 
12-6 pm 

Milwaukee, Wis. 

Milwaukee Makerspace 
www.milwaukeemakerspace.org 
2555 S. Lenox St. 

Open to the public Tuesdays & 
Thursdays, 7 pm. 
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Milwaukee Makerspace member Jon Hughett 
built a four-station jeweler's bench for the 
organization. 



Hughett recommends keep- 
ing anything breakable in a 
safe storage area. It's OK to 
label things that you own, and 
it's reasonable to expect that 
some things stored at the Mil- 
waukee Makerspace aren't for 
communal use. But every space 
has its own culture, so it's wise 
to talk to members to get a 
sense of the community norms. 

Sign me up 

The best way to find a local 
makerspace is online. The 
overall tech-centric nature of 
the makerspace movement 
means that it's a rare space that 
does not have a web presence. 
You can also contact libraries, 
museums, arts centers, and 
community organizations to 
see if there's a space near you. 


Many makerspaces have a 
public meeting/Show & Tell 
night where members talk 
about the projects they're 
working on. The collaborative 
approach to ongoing work is 
genuine, and designed to keep 
people involved. Hughett says 
it's common for new people to 
get excited but then drop out 
because they don't know what 
to make. Instead, he encourag- 
es new visitors to join in on 
a project being done by an 
established member and see 
what comes of it. 

"A lot of people who go to 
makerspaces are there because 
they appreciate the community 
of makers," says Mohammadi. 

In addition to simply striking 
up a conversation, she recom- 
mends getting a tour of the 


space and looking at a class list 
to see if one appeals to you. 

Mentorship is built into the 
social contract at makerspaces. 
But exactly what that looks like 
is up to the individuals. Some 
spaces, like Houston's, offer 
formal group classes complete 
with syllabus and materials fee. 
Elsewhere, members may 
barter lessons, stuff, and/or 
work. Or, individuals may 
charge a small fee for one- 
on-one training. Most often, 
people simply share knowl- 
edge for the sake of sharing. 

"It's exciting to be able 
to find collaborators," says 
Mohammdi, "because often- 
times, making art is a solitary 
activity." When you're brought 
into a communal space, she 
says, you might find people 


who are doing completely diff- 
erent things but have a similar 
aesthetic. That flashpoint of 
creativity means a new world 
of possibilities. 

"It's as much about makers 
getting in that space and being 
inspired by other art forms as it 
is about makers getting in that 
space and inspiring other mem- 
bers," says Mohammadi. Expect 
that members will want to 
know what you're doing and 
how you're doing it, and that 
they'll be thinking about how 
they could apply it to their 
own work. Says Mohammadi, 
"Whether you're an electronics 
person or a jeweler, the whole 
movement is about getting 
around other people who are 
celebrating that ability to make 
things with their hands." EE 


take me to the maker faire 

In addition to individual makerspaces, there are maker fairs (or 
faires) held all over the world. As is typical of the movement, 
most of these fairs are independently produced, organized, 
and hosted. Fairs range from community-based "mini fairs" 
to Flagship MakerFaires run by Make Media; you can find an 
up-to-date listing of fairs as well as information on how to 
organize an event in your own community at www.maker 
faire.com/global. 


ASKTHE AUTHOR: KRISTIN SUTTER 


What professional mistake has 
taught you the most? 

"Talking instead of listening. Some of the 
best advice I ever got was: 'Don't fill the 
silence when you're interviewing someone. 
Ask a question, then wait for an answer.' 

I've found this to be invaluable in all as- 
pects of life." 

Contact: kssutter@gmail.com 



70 


Art Jewelry March 2016 




New Stie ABCDEFGHtJ IE, L MNOPQf S TUVWXYIA-* OOV* 
mini 1 5mm qtjccJel q lu i i( ( m no pq i iMJvwKyn'/t*" D17345A7B 


lmpressArt.com 



COOL TOOLS 


Patterned Wire 

Silver I Copper I Brass 


Find the perfect pattern for your 
jewelry with our elegant selection 

of Patterned Wire. 


Create embellishments, foccl points, 
odd detail to your next masterpiece! 


cooltools.us I 888.478.5060 


www.ArtJewelryMag.com 


71 





Lapidary Supplies 
S Equipment 

Authorized Dealers of: Crystolite, lapcraft, Covington, 
Inland, MK Diamond, Roytech, Diamond Pacific, 

€uro Tool & many more. 

www.arrowheadlapidarYsupplY.com 
Email: info@arrowheadlapidarYsupplY.com 
Order Toll Free (866) 929-8575 
Fax (419) 929-2913 



P.O. BOX 247«Wellington OH 44090 





• 30 models & kits 

• 1 qt - 4% gal. 

• Thermally Protected 

• Durable & Safe 

• All Steel Construction 

Building Tumblers 
for Hobby & 

. „ . , Industry Since 1959 

Write for Catalog 1 

Tru-Square Metal Products • P.O. Box 565 • Auburn, WA 98071 


THUMLER’S 
TUMBLER 
ULTRA VIBE 


Order Toll Free: 1(800) 225*1017 
http://www.thumlerstufnbler.com 




’Business to Business’ 
Gem, Jewelry U 
Lapidary Trade Shows 


2016 



HOLIDOMEc 
. ianuarflG' February 7 . 


Asheville, NC, January 5-6 

Orlando, F L January 8-9-1 0 

Tucson, AZ Jan. 30-Feb. 12 


Minneapolis, MN April 3-4 

Livonia (Detroit}, Ml April 6-9-10 

West Springfield, MA April 15 16 

Franklin, NC „ ...May 6-7-8 

Orlando, FL.... May 13-14-15 

Livonia (Detroit), Ml.... July 15-16-17 

Franklin, NC July 28 29 30-31 

Spruce Pine, NC.,. .August 4-S-6-7 

Tucson, AZ September 3-9-10-11 

Minneapolis, MN ......October 2-3 

Livonia (Detroit), ML. ..October 7-3-9 

West Springfield, MA Oct. 14-15 

Asheville, NC .October 25-26 

Orlando, FL. ....... ...October 28-29-30 

^YvoVesale o n ^ 

Registration 9 Proof 
of Business Required 

Gem & Lapidary Wholesalers, Inc. 

659 Petrified Forest Rd. 

P.O. Box 98 Flora, MS 39071 
Phone 601 ,*79.6832 1 Fa* 601.879.32*2 

E-mail tofo@glwsh 0 w 5 .com 
Website glwshows.com 



72 


Art Jewelry March 201 6 






John A. Sartin • May 201 2 


f 

'O 


of your heart in every item you make with your hands. 
We have all the tools & supplies you need to do it. 



wholesale $100 min. I shop online now I halsteadbead.com 


^ArtJewelryMag.com 

Ybur Complete Jewelry-Making Resource 

Reference and how-to articles 

for a wide variety of techniques. 

Free projects in numerous styles 
and materials. 

100+ exclusive videos showing 
techniques in action. 

Shopping for magazines, projects, 
special issues, books, and more. 

Find it all at 

3 ArtJewelryMag.com 

S |] ^0 You® 





We know what it means to leave a piece 
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Meet Creative Claire 


rvms 

Minnesota Lapidary Supply 

Some of the Equipment and Supplies we stock: 

* Tumblers * Arbors * Drills 

* Abrasives * Wheels * Laps 

* Polishes * Discs * Books 

■ Saws * Belts • Cutting Oils 

* Blades * Burs * Tools 

Call and request our FREE Catalog: 

Minnesota Lapidary Supply 
201 N. Rum River Drive 





Demand the Brand 


I PRO POLISHING PADS 





New Formula! Use wet OR dr 


Clean, Polish and Protect jewelry & metals! 

Professional Results Guaranteed 
As low as $0.25! 


www.alphaabrasives.com 


The Art Jewelry staff 
would like to 
thank all our 
readers, contributors, 
and advertisers 
for supporting us — 
from our first issue 
to our final one! 

We are proud to have 
been a part of such 
an amazing 
and inspiring jewelry 
community. 


Saturday: 
Downloaded 
an “easy” 
6-step project. 

Thursday: 

Still on Step 2. 



Claire, sometimes the internet fibs. 

The easier a free online jewelry project 
seems to be, the more complicated it 
often is. 

Like all Kalmbach books, Rebecca Ann 
Combss Kumihimo Jewelry Simplified 
streamlines a detailed process down to 
easy-to-follow steps and instructions 
you can trust. YouTl learn the ancient art 

of kumihimo braiding in 20+ modern 

i *ii u * 1 J* . . mi Item #67866 

skill-building projects you 11 enjoy 

making and wearing even more. 

Step up your jewelry game. 

Buy the book. 




, JewelryandBeadingStore.com 

£ Also available at your favorite craft or bead shop . 
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■ BASICS ESSENTIAL BEGINNER TECHNIQUES 


N o matter what medium you work in, there are some jewelry- 
making techniques that are so essential, you'll use them in 
nearly every project you make. These tutorials will walk you through 
the beginner techniques that you'll need to learn in order to make 
the projects in this issue. 


metalworking techniques 

SOLDERING 

Use 400-grit sandpaper to clean the metal you plan to solder. Solder 
won't fill gaps; surfaces must be clean and in complete contact with 
each other for solder to flow. Apply flux to the metal to prevent oxida- 
tion and to help solder flow. Heat the entire piece evenly, not just the 
solder, and keep the torch moving in a circular motion. 

If there is more than one solder join in a piece, solder the first using 
hard solder, the second using medium solder, and the third using easy 
solder, as hard solder has the highest melting point and easy solder has 
the lowest. To keep the solder in previous joins from flowing when you 
heat the metal again, apply antiflux to those areas. 

During soldering, the solder will flow toward where the heat is the 
greatest. If your solder is flowing in the wrong direction, adjust the 
direction of your flame. 

Once the solder flows, quench the piece in water. Then, place it in a 
pickle solution to remove oxidation and flux residue. Rinse the piece in 
clean water. 


See these FREE videos at 
www.artjewelrymag.com/videos! 

■ Basic sawing of metal 

■ Pickle basics 

■ Annealing metal 

■ Sweat soldering 

■ Using a dapping block 
Opening and closing a jump ring 
Making jump rings 

■ How to cut jump rings with flush cutters 

■ How to cut jump rings with a jeweler's 
saw, registered version 

Subscribers: This FREE video is just for you! 
Watch it at www.artjewelrymag.com/ 
subvideos. 

■ How to cut jump rings with a jeweler's 
saw, subscriber version 


PICKLE 

Pickle is a 
mildly acidic 
solution 
that cleans 

oxides from metal by removing small amounts 
of copper. It is generally sold in powdered form 
and is available from jewelry supply companies. 
To make pickle, follow the manufacturer's in- 
structions to mix the powder with water in a 
pickle pot dedicated to non-food use. 

If steel (binding wire or tweezers) comes 
in contact with used pickle, it can cause a 
chemical reaction that will copperplate what- 
ever metal is in your solution. To prevent this, 
use copper or plastic tongs to place metal in 
the solution. 




SAWING 

Select a saw blade that is the cor- 
rect size for the gauge (thickness) 
of metal that you are going to cut. 

To thread a saw blade, insert 
the blade with the teeth of the blade 
facing down and out, away from the 
frame, into the top wing nut of the 
saw frame. Tighten the wing nut. 

Brace the handle in the hollow of your 
shoulder, and apply pressure to the 
saw frame against your bench pin. 
Maintaining pressure, insert the bot- 
tom of the blade into the wing nut 
closest to the handle, and tighten 
the wing nut [Figure 1]. 

The blade should be taut and 
should make a high-pitched "ping" 
sound when you pluck it with your 
thumbnail. If you get a dull "twang" 


instead, reinstall your blade while 
putting pressure on the saw frame. 
Then, lubricate the blade. 

When sawing, maintain an erect 
sitting posture with the top of your 
workbench at upper chest level. 
Slouching or having your work too 
low causes back and wrist strain 
and leads to broken blades. 

To saw, grip the saw frame loose- 
ly. Use long, smooth motions, using as 
much of the blade as possible. The 
blade will work best when it's per- 
pendicular to the metal [Figure 2]. 
Putting excessive pressure on the saw 
frame will make you work harder. Turn 
corners by sawing in place while slow 
ly turning the metal; trying to turn 
the saw will break the blade. 
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SWEAT SOLDERING 

Apply flux to both metal pieces you want to join. Place the 
smaller piece on a soldering pad. Heat the piece until the 
flux is a white crust. Place pallions of solder on the smaller 
metal piece, and heat it until the solder flows [Figure 1]. 

Using soldering tweezers, position the smaller metal piece 
solder-side down on the larger piece. Heat both pieces from 
above and below (if using a tripod) until the solder melts again 
[Figure 2]. A bright line of silver will appear at the edge where 
the two metal pieces meet, and the smaller piece may drop 
slightly to indicate that the solder has reflowed. 



n USING A DAPPING BLOCK 


ANNEALING 

Annealing restores malleability to work-hardened metal. Place the 

metal on a soldering pad and heat it with a torch. When the metal 

has a dull, rose-colored glow, it is annealed. Quench the metal 

in water. 

safety basics 

Metals 

• Wear eye protection at all times while working with 
metals, wire, and metalsmithing tools. 

• Wear a non-flammable apron to protect your clothing. 

• Tie back long hair. 

• Work in a well-ventilated area at all times. 

• Wear closed-toe shoes. 

• Do not wear clothing or jewelry that might get caught 
in machinery or catch fire. 

All media 

• Wear a dust mask while working with materials and 
tools that generate particulates. 

• Read all Safety Data Sheets (SDSs) before using a new 
material, and keep a copy of the SDS for any material 
you use. 

• Do not use tools or chemicals in ways that are contrary 
to the manufacturer's intended purpose. 

• Wear protective gloves while handling caustic materials 
or chemicals. 

• Keep a properly rated fire extinguisher and a source of 
clean water near your workstation. 

• Keep cutting tools sharp and all tools and equipment 
properly maintained. 


wirework techniques 

MAK I NG iU J y iPJ RINGS 

Select a wooden dowel with a diameter that matches the inside 
diameter of the jump rings you want to make. Drill a hole through 
one end of the dowel. Insert the end of the wire into the hole to 
anchor it to the dowel. Wrap the wire around the dowel, keeping 
the coils tight against one another [Figure 1]. 

Cut the wire at the end that anchors the coil. Slide the coil 
to the opposite end of the dowel. Secure the dowel against the 
V notch in your bench pin, and use a jeweler's saw with a 2/0 
blade to cut a shallow, vertical slot at the end of the dowel to 
guide your blade as you cut the coil. 

Hold the coil and dowel in your nondominant hand. Saw 
through the top of the coil, feeding the coil toward the slot in 
the dowel [Figure 2]. Be careful not to cut the jump rings in half. 



Place a disk of metal over the dapping depression it most 
closely matches in size. Choose a punch that is slightly 
smaller than the depression. Set the punch on the disk, 
and strike the punch with a chasing hammer or mallet 
until the metal sinks into 
the depression. Your first 
blow will make a shallow 
indentation; each succes- 
sive blow will carry that 
indention inward toward 
the center of the disk. 

When the metal con- 
forms completely to the 
depression, move it to the 
next smaller depression 
in the block and switch to 
a smaller punch. Form the 
dome in stages until you 
have achieved the desired 
size and shape. 
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Figure 2 


Subscribers: See everything in these toolboxes and download 
a PDF atwww.artjewelrymag.com/reference. 


OPENING AND CLOSING 
A JUMP RING 

Hold the jump ring with two pairs of 
chainnose pliers. To open the jump 
ring, bring one pair of pliers toward 
you and push the other pair away 
from you. Reverse the steps to close 
the jump ring. 



u toolboxes 


Chain mail 

■ Awl or scribe 

■ Needle files 

■ Pliers (2 pairs): bentnose, 
chainnose, orflatnose 

■ Reading or magnify- 
ing glasses 

■ Shock-absorbing surface 
(bead mat or towel) 

■ Tumbler, steel shot, 
burnishing compound 

Finishing 

■ Brass brush 

■ Copper tongs 

■ Files: hand, needle 

■ Flex shaft or buffing 
wheel, buffs, and 
polishing compounds 

■ Liver of sulfur or a 
different type of patina, 
lidded glass container 

■ Microcrystalline wax 

■ Polishing cloth 


■ Polishing papers 

■ Sandpaper: various grits 

■ Scouring pad 

■ Steel burnisher 

■ Steel wool 

■ Tumbler, steel shot, 
burnishing compound 

■ Ultrasonic cleaner 

Sawing/Piercing 

■ Adhesive bandages 

■ Alligator tape (optional) 

■ Bench pin 

■ Center punch: manual 
or automatic 

■ Dividers 

■ Files: hand or needle 

■ Flex shaft, drill bits 

■ Jeweler's saw frame, 
saw blades 

■ Lubricant or beeswax 
Rubber cement or 
glue stick 

■ Safety glasses 


Soldering/ 

Annealing 

■ Anti-flux 

■ Binding wire 

■ Borax (for borax and 
alcohol solution) 

■ Copper tongs 

■ Fire-resistant surface: 
soldering pad, firebrick, 
or charcoal block 

■ Flux, flux brush 

■ Pickle pot with pickle 

■ Solder: hard, 
medium, easy 

■ Soldering pick 

■ Striker: manual 
or automatic 

■ Third hand, insulated 
cross-locking tweezers 

■ Torch, various tips 

■ Sandpaper: various grits 

■ Tumbler, steel shot, bur- 
nishing compound 01 



Chain Mail 

+ Color §!= 


CtmiN MAIL 

&/ega/w& 


C(W& Your Way t 


Find classic chain mail techniques — and new twists 
m traditional designs — in these project-packed books 

SSSESfl Cliain Mail _ 

J ,smm I Jewelry 


WITH A TWIST 


#67853 • $21.99 


#67039 • $19.99 


#67038 • $21.99 


#64070 • $21.95 


#64834 • $21.95 


re.com 

bead shop! 


| eweiryan< 

Also available at 


favorite craft or 


2BKBB 
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The new, improved 
Paragon SC-2 Pro 
that fuses glass and 
fires silver clay 


Paragon’s SC-2 Pro also fires enamel- 
ing and decals. Silent operation. Optional 
bead door and glass window. Fires rapidly 
up to 2000°F on 120 volts. 8” wide, 7 3 /4” 
deep, 5 VT’ high interior. Precision elec- 
tronic controller. Ships by UPS. Made in 
USA. Includes printed kiln and controller 

• manuals. Certified by TUV to 
CSA/UL standards. 

I yoJ\ax}DfL Industries, L, R 
201 1 South Town East Blvd., 
Mesquite, Texas 75149 
800-876-4328 / 972-288-7557 
www.paragonweb.com 
info@paragonweb.com 


4/CUI 





For 

Billanti Casting Co. Inc. has been 
a leader in Casting Services. 

We know your casting projects 
are important to you, so we 
specialize in offering the best 
customer service with focused 
individualized attention. 

METALS WE ♦ Gold 
CAST IN: + Silver 

Billanti Brass® 
Bronze 
White Bronze 

ALL MOLD 
MAKING SERVICES 
AVAILABLE 


OUR ONLY LOCATION: 

299 South 11th Street • PO Box 1117 
New Hyde Park, NY 11040 

516.775.4800 


www.billanticastfng.com 





«r# 


a 


Meet Bold Brad 


Gets fired 
up about ^ 

new jewelry - T 
techniques. 

l \N-' 

Brad , here are 25 ways 
to fan those flames. 


§ JewelryandBeadingStore.com 

£ Also available at your favorite craft or bead shop . 


Discover Torch Enameling shows you 
how to get sophisticated results from 
kitchen-table torch enameling. 

Steven James’ fun, engaging style 
teaches you to make 25 colorful 
bracelets, necklaces, earrings, and 
pendants using simple enameling 
techniques. You’ll learn a few basic 
metalwork skills — cutting, punching, 
dapping, and riveting — along with 
applying enamel effects. 


Turn up the heat. 
Buy the book. 


Item #67889 


Discover > 
Torch 
Enameling 
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■ CONTACTS & SUPPLIERS 


contacts 

When contacting artists via email, please 
put “Art Jewelry" in the subject line. 

GALLERY 

page 45 

■ Cyd Rowley, 

www.facebook.com/cydrowleyjewelry 

■ Norman Man, 

www.facebook.com/waclaw.cycko 



■ AliWieboldt, 

etsy.com/shop/aliwieboldtjewelry 

■ Angela Garrod, 

www.clayninepolymerdesigns.co.uk 

■ Annie Pennington, 
www.anniepennington.com 

■ Helen Breil, www.helenbreil.com 

■ Liz Hall, www.lizardsjewelry.com 

■ Ann Marie Cianciolo, annsjewelry.com 

■ JoanTenenbaum, 
www.joantenenbaum.com 

■ Laritza Garcia, laritzagarcia.com 

suppliers 

MAKE YOUR GOLD GO 4X FURTHER 

page 29 

■ Silver and gold sheet: Hoover and 
Strong, www.hooverandstrong.com 

■ Pickle (PhDown): local pool supply store 

■ Rolling mill: Otto Frei, below 

■ Rolling mill textures: local craft store, 
fabric store, or found materials 

■ All other tools and supplies: 

Rio Grande, below 


GENERAL SUPPLIERS 

• Otto Frei: 800.772.3456, 
www.ottofrei.com 

• Rio Grande: 800.545.6566, 
www.riogrande.com 


page 38 

■ Aura 22, PMC3 slip, charcoal blocks, 
copper sheet, Smith #4 torch tip: Rio 
Grande, below left 

■ Acetylene torch (Smith, Goss, Prest-o- 
Lite, with largest tips); Propane/Map/ 
Map Pro torch (E-Z Torch [ORCA]): Otto 
Frei, below; Contenti, contenti.com 

■ Metal clay supplies: Rio Grande, below 
left; Cool Tools, www.cooltools.us; 

Fire Mountain Gems, www.fi remountain 
gems.com; Amazon, www.amazon.com; 
Art Clay World, www.artclayworld.com 

GIVE KEUM-BOO MORE DEPTH 
WITHOUT MORE GOLD 

page 32 

■ Needles and cutting mat: local craft 
or jewelry supply store 

■ Tools: Sea Force, www.seaforce.co.jp; 
or general jewelry suppliers, below left. 

■ Gold and silver foils: Sato Kinginten, 
phone 0338823755 (Japan); or general 
jewelry supplier, below left 


CHANGE UP YOUR CHAIN 
MAIL WITH TWISTED RINGS 

page 50 

■ Jump rings and S-hook clasps: Weave 
Got Maille, weavegotmaille.com 

■ Tools & scrap wire: Local bead shop 

BOXES & LOCKETS: 

MESSAGE TUBE LOCKET 

page 55 

■ Silver, copper, flux, yellow ochre, Bur-Life, 
solder, additional tools: Rio Grande, 
below left 

■ Half-round pliers, assorted hand tools: 
Grobet, www.grobetusa.com 

■ #220 adhesive sandpaper rounds, 
needle files: Home Depot, 
www.homedepot.com 

The jewelry designs in Art Jewelry are copyrighted. 

Please use them for your education and personal 

enjoyment. They may not be taught or sold 

without permission. 



CALL FOR APPLICATIONS 

APPLICATION DEADLINE: 

APRIL 1,2016 


THI 

40TH 

ANNUAL 

PHILADELPHIA 
MUSEUM 
OF AKT 


CONTEMPORARY 

SAFT 

SHOW 


NOVEMBER 10-13 

SHOW DATES 

215.648.7930 | pmacraftshow.org 


www.ArtJewelryMag.com 
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Marketplace 


PRECISION CASTINGS- 
MOLD MAKING-FINISHING 



35 years experience. We specialize in de-oxidized 
sterling silver alloy; no fire scale ever. Also work in 
gold, and red & yellow bronze. Finishing services 
available: cast only, tumble finish, mechanical 
finish, and complete hand finish. 


888-552-5299 • www.ruidosometalworks.com 


American Jewelers Institute 


CAD Five day Jewelry Design class 
Rhino 5.0 by McNeal & Assoc. 
1-800-309-7540 Portland, Oregon 
www.jewelersschool.org 
e-mail: ajiinfo@comcast.net 


JewelsToots ^ ^ ^ 

at ’fc a 

Anymanscastle.com 

(an EBay store) 

Why pay more for your tools, 
when you can get the BEST for 1ES5? 


Kentucky Guild Visual Arts 
Academy TAKE 

Berea, Kentucky A 

859-986-3192 CLASS 
www.kyguildacademy.com 


( " 'N 

Irish Waxed Linen Thread 

Necklace Kits & Patterns 

Supplies for: 

Beading, FiberArts, 
Basketweaving & Embellishing 

Royal wood Ltd. 

517-AJ Woodville Rd. 

Mansfield, Oh. 44907 
800-526-1630 

www. RoyalwoodL td. com 

V J 




DESIGNS 


Superior CAD 
designing, molding 
and casting 

You concentrate on your jewelry designs, and 
we’ll concentrate on getting them cast and to you 

800 - 485-1725 

www.Gnwdesignsinc.com 




Genuine Cowhide ' Artisan Quality Greek Leather Cord 
tel: 508-755-3400 ■ info@grecoleather.com 
Website updates in motion. Check them out! 


grecoleather.eom 


Barbara Minor Workshop 


Learn inspiring, decorative techniques 
for colorful, exciting and complex 
enameled surfaces while also gaining 
information and skills for successful 
enameling using opaque enamels. 

April 22-24, 2016 
Attend all 3 days for $450fe ri , 

Register by phone or online 

(859) 291-3800 • wwcef.com 


w fl cyytpfeNTtR 

LfWA'idlL r QIj Ph HAT I Ftl-.S. 


■ advertiser index 


Aelectronic Bonding, Inc 28 

Alpha Precision Abrasives, Inc 74 

American Jewelers Institute 80 

Arrowhead Lapidary & Supply LLC 72 

Art Jewelry Books 28, 74, 77, 78 

Art Jewelry magazine 73 

Aves Studio 28 

Bead&Button Show 2016 81 

Billanti Casting Company, Inc 78 

■ CONTENTI COMPANY 83 

Cool Tools 71 

Covington Engineering Corp 26 

CraftOptics 8 

Diamond Pacific Tool 72 

Diaz Enterprises 80 

Evenheat Kiln, Inc 26 

Finelite 27 

■ FIRE MOUNTAIN GEMS 84 

Gem & Lapidary Wholesalers 72 

GNW Designs, Inc 80 

Greco 80 

Halstead 73 

Imagery Icons 26 

ImpressArt 71 

Kentucky Guild of Artists 80 

Kor Tools 8 

Lortone, Inc 28 

Minnesota Lapidary Supply Co 74 

Mitsubshi Material Trading Co 27 

Monsterslayer, Inc 8 

Multiplicity 80 

Nechamkin Chasing Tools 72 

Nunn Design 26 

■ PANDAHALL.COM 19 

Paragon Industries, Inc 78 

PMA Craft Show 79 

Polymer Clay Express 80 

Reactive Metals Studio 28 

■ RIO GRANDE, INC 2 

Royalwood, Ltd 80 

Ruidoso Metal Works, Inc 80 

Tripp Lake Camp 8 

Tru-Square Metal Products, Inc 72 

Volcano Arts 28 

W.W. Carpenter Enamel Foundation 80 

Weave Got Maille 26 

■ WUBBERS 3 

Xuron 8 


classes & workshops section 


Arrowmont 18 

Beaducation, Inc 17 

Craft Guild of Dallas 14 

Creative Side Jewelry Academy 14 

Davide Bigazzi Studio 16 

Drouhard Nat'l. Jewelers School 16 

Elentari Handverk 14 

■ GEMOLOGICAL INST. OF AMERICA 15 

Genevieve Flynn Studio 17 

Idyllwild Arts 17 

John C. Campbell Folk School 16 

Makery, The 14 

Mendocino Art Center 17 

North Bennett Street School 18 

■ OTTO FREI 7, 14 

Penland School of Crafts 18 

Peters Valley Craft Center 16 

Revere Academy of Jewelry Arts 16 

Shake Rag Alley Art Center 14 

Silvera Jewelry Studios 17 

Studio JSD 16 

Taos School of Metalsmithing 14 

Terri McCarthy Studios LLC 17 

Texas Institute of Jewelry Technology 18 

Touchstone Center for Crafts 18 

TOOLS GS 18 

William Holland School of Lapidary Arts 17 

Woven Wire Studio 17 


■ denotes full page ad 


The Advertiser Index is provided as a service to Art Jewelry magazine readers. The magazine is not 
responsible for omissions orfortypographical errors innames or page numbers. 
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Shop 

Directory 

SHOP DIRECTORY ads are $235 for six consecutive 
issues, payable in advance, or $44 per issue (billed to 
established accounts for one year minimum). Color 
available for an additional $10 per issue. Street address 
must be listed in the ad. No mention of mail order or 
wholesale business permitted. Send your ad to: 
Art Jewelry Shop Directory, P.O. Box 1612, Waukesha, 
Wl 53187-1612, or call 1-888-558-1544, Ext. 815 


ILLINOIS' Peoria 

Central Illinois' oldest & largest full-service bead & artisan 
jewelry store. Best prices & largest selection in lampwork, 
crystal, firepolish, natural stone, sterling silver, pewter, copper, 
brass, etc. Lots of jewelry making kits and classes. 

WWW.pumpkinglass.com Junction City Shopping Ctr. 

PUMPKIN GLASS 

5901 N. Prospect Road., Ste. 4 309-966-3495 

MICHIGAN* Berkley 

Great prices & discounts. Large bead supply. Base metal, Ster- 
ling Silver & 1 4kgf findings and wire. Artistic, Beadalon and 
Beadsmith wire. Polymer and Art Clay and all the accessories. 
See our website for discount information. We serve the world. 

www.munrocrafts.com webmail@munrocrafts.com 

MUNRO CRAFTS 

3954 12 Mile Rd. 248-544-1590 


TEXAS' Dallas 

SERIOUSLY UNIQUE BEADS: Gemstone beads (inc. diamond, 
ruby, sapphire, opal), pearls, art-glass beads, seed beads, 
silver, vermeil, chain, wire, findings, tools, private lessons, 
classes, parties & more. 

www.beadingdreams.com 

BEADING DREAMS 

5629 W. Lovers Lane 214-366-1 1 1 2 

TEXAS' Katy 

Bead room treasures! We carry a variety of Czech glass, Bali, 
trade, Vintage, wood & pearl beads, plus unique chain, 
buttons & interesting findings - Great classes too! 

www.multiplicity.co - Note: NOT .com 

MULTIPLICITY - BACK ROOM BEADS 

1306 Avenue A 832-437-2442 


WASHINGTON'Tacoma 

Jewelry tools and supplies, natural stones and handmade 
jewelry. Classes and workshops in metalsmithing, casting 
and PMC. Open studio rental available. 

See website for more info: 

www.tacomametalarts.com 

TACOMA METAL ARTS CENTER (TMAC) 

3833 6th Ave. 253-227-1694 

WISCONSIN* Brookfield 

Specializing in beads and beading supplies, PMC-related 
products, metalsmithing tools & supplies, stone cabochons. 
PMC certification, wire work, stitching & specialty classes. 

Mon - Thur 1 0-8, Fri 1 0-6, Sat 1 0-5, Sun. 1 2-4 

www.eclecticabeads.com 

ECLECTICA 

1 8900 W. Bluemound Rd. 262-641-0910 


ARIZONA* Phoenix & Scottsdale 

Best selection of quality gemstones, Tierra Cast, seed beads, 
chain, metals, SS, GF, Swarovski, pearls, leather, 
jewelry making kits and more. Classes daily. 

www.beadworldinc.com 

BEAD WORLD, INC. 

6068 North 16th St. 


MICHIGAN'Grand Haven 

The largest bead store on the lakeshore offering an extensive 
selection of beading and jewelry-making supplies including 
metal clays, metalsmithing and lampworking supplies. 

Classes, parties & open workstations. Open daily. 

www.thecreativefringe.com 

THE CREATIVE FRINGE 

210 Washington Ave. 616-296-0020 


TEXAS' Pearland (South of Houston) 

All your beading needs. Precious & semi-precious. Sterling 
Silver & gold-filled findings. Helpful, friendly instructors. 

Classes & birthday parties available. Special orders welcome. 

www.abcraftypeople.com 

ANTIQUES BEADS & CRAFTY PEOPLE 

251 7 Broadway Street 281 -997-3600 


WISCONSIN- Brookfield 

Create the jewelry you want to wear! 

Limited Edition Designer Jewelry kits. Free assistance from our 
knowledgeable staff. Well lit design area to create in. 

Mon -Thur 10-8, Fri 10-6, Sat 1 0-5, Sun 1 2-4 

www.eclecticabeads.com 

THE BEAD STUDIO 

1 8900 W. Bluemound Rd. 262-641 -0910 


602-240-BEAD (2323) 
480-948-BEAD (2323) 


CALIFORNIA* Concord 

Beads to thread, wire & just admire 
All for beading to your heart's desire 
Family owned since 2003. 

www.justbeaditconcord.com 

JUST BEAD IT! 

2051 Harrison St., Ste. C 925-682-6493 

FLORIDA* Orlando (College Park) 

Bead Bar - Full Service Bead Stores - Since 1991, Bead Bar 
has offered the area's largest most diverse inventory of quality 
beads & supplies. Competitive pricing, outstanding 
customer service. 

www.beadbar.com 

BEAD BAR® FULL SERVICE BEAD STORES 
1319 Edgewater Drive 407-426-8826 


MINNESOTA* St. Paul 

Full range of tools & supplies for the wireworker & metal- 
smith. Sheet metal, wire, chain, metal clay & tools needed to 
work w/all of them. Indulge your muse by adding metal to 
your crafting skills. Mon-Fri 1 0-6, Sat 1 0-5 or by appt. 

www.beadstorm.com 

STORMCLOUD TRADING (BEADSTORM) 

725 Snelling Avenue North 651-645-0343 

NEVADA* Henderson (Las Vegas area) 

Serving the Las Vegas community with the largest variety 
of beads & findings. Classes, parties, volume discounts & 
workshops. Minutes from the strip. 

For store hours check our website: 

www.beadjungle.com 

BEAD JUNGLE 702-432-BEAD (2323) 

1590 W. Horizon Ridge Pkwy. #160 


TEXAS' Richmond 

We offer beginning to advanced classes and offer membership 
hours. Learn to fabricate cast, form and finish metal jewelry. 
We have all the equipment and tools you need. 

www.multiplicity.co - Note: NOT .com 

MULTIPLICITY STUDIO 

1 941 2 FM 1 093, Suite 5 281 -647-2442 

VIRGINIA-Annandale 

Largest selection of beads and jewelry. Tribal & ethnic beads, 
jewelry, and findings. Wide variety of beads, pendants, bone, 
precious, gold, silver, metal, brass. Open 7 days/week 11-6. 
Also in Lake Forest Mall, Gaithersburg, MD, 301-990-1 668 

tribalrugsjwlry@aol.com 

TRIBAL RUGS & JEWELRY 

7120 Little River Turnpike 703-642-8260 


WISCONSIN* Sun Prairie (Madison) 

Full-service bead shop. Featuring classes, large selection of 
beads, books, tools, etc. Specializing in PMC and semi- 
precious stones. Mon - Fri 1 0-8, Sat 1 0-5, Sun 1 2-4 

www.meant-to-bead.com 

MEANT TO BEAD 

1 264 W. Main Street 608-837-5900 

CANADA-ON 'Toronto 

Bead store with more! Everything you need, everything you 
want. Stone, Crystal, Glass, Pearls, all the Metals. Metal Clay 
& Silversmithing Classes - guest instructors. New products 
weekly. Latest trends & classics. Local lampwork & studio. 

www.beadfx.com 

beadFX 

1 9 Waterman Ave., Unit 2 877-473-2323 


FLORIDA* Orlando (Winter Park) 

Jewelry tools, metals, displays and more for headers, 
metalsmiths and jewelers. FDJ has the largest showroom in 
Florida with 1 8,000+ different items in stock. Classes and 
workshops are now available at FDJ's Firefly Studios. 

www.fdjtool.com 

FDJ ON TIME, LLC 407-629-6906 

1 1 80 Solano Avenue 800-323-6091 


OREGON* Bend (downtown) 

More Beads Than You Can Imagine! 

Open 7 days a week. Call for hours and directions. 

www.azillionbeads.net 

AZILLION BEADS 

910 NW Harriman St., #100 541-617-8854 


WASHINGTON -Spokane 

3,400 sq. ft. of the finest bead selection and supplies in 
the area. Friendly atmosphere and staff. Beyond Beads 
with unique clothes, accessories and unique gifts. Offering 3 
classes per week. Open daily. Always your true north. 

www.beyondbeadsnorth.com 

BEYOND BEADS NORTH 

7452 N. Division St. 509-482-0674 


www.BeadShopFinder.com 
Click it! Find it! Now! 



www.ArtJewelryMag.com 


81 



■ THE BACK PAGE 



Title: Adirondack Sunset 
Artist: Julie Leininger 

Info: Sterling silver, Burro Creek agate; 34 mm 
(about 1 3 /s in.) diameter 
Contact: www.saratogajewels.com; 
jules@saratogajewels.com 


Front of piece 


"I imagine myself camping lakeside with my family. The 
kids are tucked in for the night, leaving behind the silence 
that only a parent could appreciate. Nestled into my 
fireside chair with a glass of wine, I peacefully enjoy the 
view of the marshy end of the lake. The silhouette of a 
lone tamarack makes a statement against the changing 
sky. The silence is broken only by the crackling of the 
fire as the sun slowly creeps down below the horizon, 
illuminating the distant peaks." 

Julie Leininger, an environmental engineer turned 
jewelry artisan, describes the vision she summoned when 
she first held this agate cabochon in her hand and the 
creative spark for this piece struck. Taking cues from the 
cab itself, she pierced the back of the pendant to comple- 
ment the beauty of the stone. And, to invite the wearer 
into her vision, she added a pierced moon to the back- 
plate; when the pendant is held up to a light, the moon 
glows. — Annie Pennington 


Back of piece 


Adirondack Sunset 


AT A GLANCE 
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hLI I ^ O DURSTON ROLLING MILLS Known 

throughout the world for their reliabil- 
ity, robust construction, high quality, and fine finish. 
Contenti has the full range of Durston manual rolling mills, 20 different 
models in all, including the Double Rolling Mills. © MINIATURE SMITHING HAMMERS Choose from 
among 10 styles, all of which are scaled-down versions of silversmith’s hammers. All are 8 3 / 4 ” long approxi- 
mately and have handles fashioned from rosewood. © DAPPING TOOL SET [Item 190-242] Includes 49mm (1 7 / 8 ”) dapping block 
and 24 punches, 2.3mm to 25mm in diameter. The depressions on the Die range in diameter from 3.8mm to 40mm. Provided with wood stand. 


SALE 


© ECONOMY FLEXSHAFT MACHINE [Item 236-971] With its powerful V 8 HP motor and spring-reinforced sheath, our Economy Flexshaft is an outstanding 
value. The 1” diameter No. 30-style handpiece is equipped with a Jacobs-style chuck that accepts any bur, drill bit, or rotary tool with a shank up to s / 32 ” 
diameter. Operates at speeds up to 22,000 RPM, regulated by a carbon resistance foot rheostat. Shaft connection accepts any American-style (QD connection) 
handpiece. Furnished with fitted carrying case. ©PEPEJUMPRING MAKER [Item 400-124] Produce jump rings quickly and easily with the newly redesigned Jump Ring Maker. 
Coil your wire around one of the twenty mandrels (diameters range from 2 .5 to 12 mm) using the hand-winder. Once the coil is formed, place it in the adjustable coil holder 
and saw through it using the included rotary saw and handpiece guide. Flexshaft machine with a no. 30 style handpiece required (sold separately ). © COMPACT GUILLOTINE SHEAR 
[Item 410-944] With 4” wide hardened tool steel blades, this compact guillotine shear from Pepetools can cut nonferrous sheet metal up to 0.8mm thick (20 gauge). 
Integrated into the back of the shear is a measuring gauge that enables you to cut consistently precise lengths of sheet stock. The table features an adjustable miter 
fence with markings. Constructed of machined and plated steel and aluminum components. The shear takes up very little room on your bench top. 0 ECONOMY ROLLING MILL 
[Item 190-891] Surprisingly affordable, this mill is equipped with two 43 mm dia. flat, hardened steel rolls and two wire rolls, all 76 mm wide. Wire rolls have 
grooves from .75 to 4.3 mm wide. Has 4:1 gear reduction for easier operation. Includes a 1 year warranty. Q JEWELER’S WORKBENCH (UPS Shippable) [Item 110-234] 
Hand-crafted from solid woods for durability and strength. Railing on 3 sides. Equipped with metal-lined pull-out tray, pull-out tool shelf with 2 levels, 3 storage 
drawers, bench pin, and 2 arm rests. 39” wide x 19.5” deep x 39” high. UPS Shippable. 


The Contenti Company 

515 Narragansett Park Drive 
Pawtucket Rl 02861 USA 
Tel: 800-343-3364 / 401 -305-3000 
Fax: 800-651 -1 887 / 401 -305-3005 


Visit us online at 


www.contenti.com 









"Friendly Service 

wwwlfiremoi^ 
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See the Full Line of 
PMC Metal Clay Products Online 

www.firemountaingems.com 


HGEMSSOTS 


mm 






One Fire Mountain Way, DEPT C026 Grants Pass 




America's Favorite 


You supply 
the creativity, 

we supply 
everything 
else!® 


Beading and Jewelry 
Supply Company 








Sheila Schwede, CA 
www.silveronmymind.com 
Finalist, Metals Jewelry- 
Making Contest 


Go online to see over 1 20,000 HOT 
jewelry-making products and order 
a PtTQQ catalog today 




